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THE E'GHTH CRADE UNITS

RECOIMENDED SCHIDULE

Title

"The Making of Herces: Th2 Noble
Man in Western Cultur::

lﬁsyntaxll
"Words .and Their Meanings"
Semester

"The Epic Hero: Beowulf and t.ae
Song of Roland

"The Journey Novel. Hero"
"The Historical Novel Hero"

"The Heritage of the Frontier"

Approximate Time Required

ALTERNATE PLAN

"The Making of Heroes: The Noble
Man in Western Culture"

"Syntax" Part I
"Tords and Their Meanings"

"The Epic Hero: Beowulf and the
Song of Roland"

Semester

"Syntax" Part II

"The Journey Novel Hero"
"The Historical Novel Hero"

"The Heritage of the Frontier"

Fight to nine weeks 8
Six weeks 6
Three weeks 3
17
Four wesks L
Four weeks I
Four week: .4
Four weeks L
16 weeks
FEight weeks 8
Two weeks 2
Three weeks 3
Four weeks L
17 weeks
Four weeks I
Four weeks L
Four weeks 4
Four weeks I

16 weeks




NOTE:

II.

LVt LN st LI P2
) o

A1l supplementary texts, which are listed in the individual packets,
should be made available in the school library, Where alternative core
toxts are listed, see the unit for the particuler merits and difficulties
of teaching each alternate,

"The Making of Heroes: The Noble Man in Western Culture®

Roger Goodman (ed.), 75 Short Masterpieces (New York: Bantam Books, Inc.
(é0¢) Students who participated in the Curriculum last year already
own copies of this text.

Top Level Students:

Stephen grane, The Red Badge of Courage (New York: Dell Publishing Co,
(50¢

Ernest Hemingway, The Old Man and The Sea (New York: Scribner's. ($1.60)

Anne(Fra§k, The Diary of a Young Girl (New York: Pocket Books, Inc.
50¢

Pierre Boulle5 The Bridze Over the River Kwai (New York: Bantam Books,
Inc. ¢

Harper Lee, To Kill a Mockingbird (Popular) (60¢)

Average Students:

Use same titles as are given for top level students except for
The Red Badge of Courage substitute

Farjorie Rawlings, The Yearling (New York: Scribner's) ($1.45) OR

Book?r Ti'washington, Up from Slavery (New York: Bantam Books, Inc.
50¢

Below Reading Level Students: P

-

Marjorie Rawlings, The Yearling (New’York: Scribnerts). [($1,45)

Anthony Hope, The Prisoner of Zenda (Pyramid)., (35¢)

Robert Scott, God Is My Co-Pilot (Ballantine). (35¢)

Ernest Hemingway, The Old Man and The Sea (New York: Scribner's). ($1.60)

"Syntax:"

None. Materials are included in the Student Packet.




Dorothy Sayers (trans.) The Song of Roland (Penguin) (85¢) OR
Frederick Luqiens (ed.) The Song of Roland (New York: Macmillan). (95¢)
Average students:

Goodrich, The Medieval Myths (New York: Mentor). (50¢)

V. "The Journey Novel Hero: The Picaro"
Tow Level Students: i

Charles Dickens, The Pickwick Papers (New York: Washington Square Press)

(90¢)

Top Level and Average Students:

Alain-Rene LeSage, Gil Blas (abridged) (Fawcett) (90¢)
\
Miguel Cervantes, Don OQuixote (abridged) (New York: Mentor) (60¢)

All Students:

Harriet Delnis (tr.) Lagzarillo de Tormes (Barron) (75¢)

T, H. White, The Once and Future King (Dell) (95¢)

VI. "The Historical Novel Hero!

Top Level Students: ﬁ

Charles Dickens, The Tale of Two Citieg (New York: Washington Square
Press) (45¢) CR

ErT T L oty

Tolstoy (ed. Ernest J. Simmons), War and Peace (New York: Washington
Square Press) (60¢)

Average and below average students:

Esther Forbes, Johnny Tremain (School Edition) (New York: Houghton-
Mifflin Co., 1943) (GL.€0) CR

C. S. Forester, Captain from Connecticut (Bantam) (.50¢)

I e e e
III. '"JorAds and Their Meanings"
None. Materials are included in the Teacher and Student Packets. %
IV. "The Epic Hero: Beowulf and The Song of Roland" |
Top Level Students: i
Burton Raffel (trans), Beowulf (Mentor). (.60¢)




VII. '"The Heritage of the ¥Wrontier"

Cne of the following:

Francis Parkman, The Qregon Trail (Signet). (50¢)

Hamlin Garland, A Son of the Middle Border (New York: Macm.llan) ($2.25)
Mark Twain, Rdughing It (Newr York: Holt). (95¢)

John Steinbeck, The Red Pony (New York: Bantam). (40¢)

Carl Sandburg, Prairie Town Boy (New York: Harcourt, Brace) ($2.25)

DESCRIFTICN CF UNITS

I. Literature

The eighth-grade literature units are concerned with the theme of the
hero. The first unit, "The Making of Heroes: The Noble Man in Western
Culture," emphasizes three traits of character which have been associated
with heroes throughout the history of Western literature: courage, justice,
and control (a combination of the classic virtues of prudence and temperance),
C.>.iderable care has been taken to avoid the oversimplification and
stereotyping which can easily result from setting up suclh criteria. An
important objective throughout the year is to help students to recognize the
individuality, stature, ard (usually) complexity of the heroes studied and
to contrast such men with the stereotyped hero-substitutes with whom they
are familiar through television, movies, magazines, etc, The first unit is
largely concerned with how heroic wvirtues are displayed in literature and
how they are related to the culture to which the hero belongs. There are
three core books, each concerned primarily with one of the three selected
qualitins, The texts are tracked for accelerated, average, and below-average
students, Alternative selections are available for the first two groups,
Before selecting the hooks most suitable to his class, the teacher should
carefully examine the entire teacher and student packets. As is true of all
the literature units, the time required for presentation will vary according
to the texts selected, compositions assigned, supplementary reading done by
students, and abilities of the class,

The unit on the journey novel introduces a type of hero which has been
called unheroic, He is characterized more by sheer vitality than by fortitude;
he is usually less concerned with being the just man than with meting out a
rough and ready justice to his society, which is always guilty of injustice;
and his self-control is often the result of the pressures of external forces,
The genre is characterized by an episodic plot in which a journey (physical,
psychological, or social) presents challenges to the hero which serve as
much to define social evils as to define picaresque virtue., The epic
Journey primarily presents heroic excellence; to Cdysseus and Ulysses the
social order is not evil, as they are privileged members of it. The picaro
I35 their poor relation--his roguery is largely due to the mistreatment he has
reo.ived, and although he may be disreputable, he is, like many socially un-
accsptable people, interesting, highly individualistic, and amusing. Lazarillo
de Tormes is to be read by all students., It, Don Quixote, and Gil Blas are
picaresque novels, The other alternative texts are members of the broader
classification, journey novels. Again, the unit should be carefully examined
before the teacher chooses the text best suited to his class.
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The historical novel hero is related to the epic hero in that he is
a character whose life is set in a time previous to the writer's iife and
who participates in great events; however, he neither dominates nor makes
history ac does the epic hero. "The Heritage of the Frontier" differs
from the previous units because it does not deal with heroes. It deals with
the kind of society in which they are created--it represents the materials
of the heroic narrative without the central character., Five books are
suggested for this unit, but only one is read as a core text, offering the
teacher a wide field of choice. The effectiveness of the unit depends to
a great extent upon the assigred readings on the subjects of exploration
and frontiers., The teacher will want to examine the procedures outlined
in the unit with particular care.

Each of the described units can be taught in approximately four weeks,
and combined, they make up all or part of the second semester work,
depending upon the plan of teaching used. A few weeks of the school year
have been left open in the time allotmert suggestions to permit expansion
of the units with compositions, spelling, language study, and testing, .and
to cover any unexpected scheduling problems which may appear.

I7, Language

The "Syntax" unit provides the major language content for the eighth
grade. Syntax is the arrangement of words as elements of a sentence; the
unit teaches the basic sentence patterns and shows how such patterns are
transformed, expanded, coordinated, and subordinated. The unit is introduced
with a review of form classes, (See seventh-grade unit, "Form Classes,"
for additional information.) Syntax is taught by the inductive method.

The teacher packet contains questions for the teacher and indicates the

type of answer expected to lead students toward recognition of the basic
sentence patterns. In the student packet, sentences for practice and
exercises are included; thus the unit is self-contained--no text is required,
but Discovering Your Language by Postman, Morine, and Morine (Holt, Rinehart,
and Winston) may be helpful. The unit requires about six weeks if taught

at one time., The teacher may wish to divide the unit, teaching the basic
sentence patterns and transformations at one time and teaching the remainder
of the unit at a later time. (See alternate plan of time allotment chart.)

The purposes of the study of '"Words and Their Meanings" are

(1) To increase the student's control of language.
(2) To forestoll confusions which arise frem failure to urderstand how
words can be used meaningfully, b
(3) To show how people use words as meaningful tools, |
(4) To increase the student's knowledge about his language.
(5) To glarify the student's understanding of our methods of explaining
words,
{6) To increase his facility in using these methods.

rd

Although no specific unit is planned for the eighth grade in spelling
and the use of the dictionary, the teacher should refer to the seventh-grade
units in these areas and apply the suggestions for spelling and word study
in the eighth-grade work. As in the seventh grade, composition assignments



and literature units provide opportunities for building spelling and
dictionary lessons, In addition, language assignments over this year's
lancuage materiales ars included in the literature units,

IIT. Composition

A variety of composition topics is given in each unit for the considera-
tion of the teacher and student; topies arising from the literature are
developed through the study and discussion questions. Enthusiastic class
discussion will improve the quality of compositions by stimulating students!
ideas and imaginations, At least one composition from sach literature unit
ot r.1d point toward the core text as it relates to the central theme of the
v .1r's work-~the heroic qualities of justice, courage, and control. The
Nebraska Curriculum for English (1961) outlines in some detail the objectives
for composition in junior high (pp. 38c-41c) and the junior high teacher will
find these pages helpful in planning and evaluating eighth-grade compositions.,
It is most important that the student learn to write with honesty, to
express ideas of value and supprort them with evidence gained from reading
and experier:e. He should be encouraged to organize his ideas in logical
sequence so that the composition, no matter how shorth, shows a developed
central idea. In evaluating a theme, major emphasis should be given to
clear thinking and organization of ideas. See the Nebraska Curriculum for
Fnglish for suggestions on marking papers. No unit is planned for areas in
capitalization and punctuation; it is assumed that teachers of English will
have ample materials at hand for assisting students with these skills.,
Certainly, the frequent composition assignments will be a proving ground for
applying these skills and will give the teacher an opportunity to find
weaknesses without wasting the students'! time with multitudinous exercises
and drills.

IV, Integration of Language and Composition with Literature

fanguage units of the eighth grade treat syntax, wcrd use, and semantics,
Although it has not yet been proved by research, it might safely be assumed
that there is some carry-over from formal study of structural syntax to
writing compositions., Consequently, the eighth-grade language studies
should be constantly related to the year's literature units, The syntax of .
certain authors, such as John Steinbeck and Stephen Crane, might be of
especial interest to students. They will soon realize that an author's tone
is scmewhat dependent upon the syntax he employs., In an effort to improve
th: students' styles, they might be asked to investigate their own syntax
and determine whether a simplification or a complication of syntax would
improve their styles. Eighth grade students should be constantly aware of
the ramifications of semantics, By introspection, they could diagnose their
own expericnces with language meaning. ‘

In the eighth grade, students' composition work builds upon varied writing
experiences in the grades and looks forward to formal rhetorical composition
in the high school. Do read the ninth and tenth grade rhetoric units to
become aware of the exciting possibilities in these years. This academic
year should give the students opportunity for additional experience with the
paragraph or short composition, and their component sentences. Students should
be guided away from long rambling compositions., This is not a time to place
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strict structural limitations upon the paragraph, but rather a time at
which students should investigzte the many possibilities of the paragraph
concentrating upon its content, its un’ v, and its cohesion, The student
mist have something to say; if he does, he will fashion his paragraph

satisfactorily.

For detailed suggestions on motivating an interest in language and
composition activities, see the seventh-grade "Introduction to the Units,"

The eighth-grade program is, on first glance, a demanding one. How-
ever, most students at this grade level are interested in heroes. If the
te-rher is prepared to offer the challenge, he can expect a rewarding
acceptance of it from his students.




A CURRICULUM FOR ENGLISH

Teachei Packet

THE MAKING OF HEROES
THE NOBLEMAN IN WESTERN CULTURE

Grade 8

Copyright, The University of Nebraska, 1965
Experimental Materials
Nebraska Curriculum Development Center

ERIC

Full Tt Provided by ERIC.




II.

III.
1V,

TABLE OF CONTENTS

Description of Contents
Critical Aids

A. The Hero and his Culture
B. The Heroes

Bibliography

The Modern Hero

The Old Man and the Sea: Santiago

MU.Otrl.b

The Modern Hero

(1) The modern hero and value

(2) The modern hero and the author:
in reading.

Composition Questions
Supplementary Texts

. The Red Badge of Courage: Henry Fleming

The Bridge Over the River Kwai: Colonel Nicholson
The Diary of a Young Girl: Anne Frank

"point of view"




THE NCBLE MAN IN WESTERN CULTURE:
THE MAKING CF THE HERO
Grade 8

CORE TEXTS:
Track A:

Stephen Crane, The Red Badge of Courage (New York: Dell Paperback,
1960). (50¢)

Pierre Boulle, The Bridge Over the River Kwai (New York: Bantam,
1957). (50¢)

Anne Frank, The Diary of a Young Girl (New York: Pocket Book,
1953). (50¢

Harper Lee, To Kill a Mockingbird (New York: Popular Library,
1962). (é0¢)

Ernest Hemingway, The Old Man and the Sea (New York: Scribner's,
1952). ($1.6€0)

Track B:

Same as Track A but The Red Badge of Courage. Substitute:

Marjorie Kinnan Rawlings, The Yearling (New York: Scribner's,
19 ). (31.45) o

Booke(azo TS Washington, Up From Slavery (New York: Bantam, 1959).
¢

Track C:

Marjorie Kinnan Rawlings, The Yearling (New York: Scribner's ,
Antor]{}gf Hgﬁe,(%;hgx)'isoner of Zenda (New York: Pyramid, 19 ).
Robez('gsﬁ? Scott, God is My Co~Pilot (New York: Ballantine,
Erneiz ng;ingg;z The 0ld Man and the Sea (New York: Scribner’'s,
1952). ($1.60)

NOTE: The following collection of short stories may be used as in-class
introductions to the idea of the modern hero:
Roger Goodman (ed.), 75 Short Masterpieces (New York: Bantam,
1961). (60¢)
The follawing selections are recommended:

"He Swung and He Missed," p. 5.
"Senor Payroll," p. 12.
"Daughter", p. 35.

"The Upturned Face," p. 49.




"A Game of Billiards," p. 53.

"The Test," p. 9Q.

"The Sniper," p, 197.

"A Dangerous Guy Indeed," p. 221,

"The Begger Woman of Locarno," p, 253.
"The Phoenix," p. 255.




This unit introduces to the student the concept of the heroc in western
literature, a concept they will use later in the eighth grade units, The
Historical Novel Hero, The Journey Novel Hero, and The Epic Hero: Beowulf
and Roland., This unit, and the entire eighth grade program, builds upon
the seventh grade units on myth and religious narrative and becomes, with
the seventh grade units, fundamental in the curriculum program.

If the student is to have an understanding of the hero, the teacher must
rake him aware of the continuity of the concept of the hero by specific ref-
erences to western literature. The first section of this unit concerns the
varying concepts of the hero throughout western literature by using brief
quotations from Greek, Roman and Renaissance literatures; the second section
deals with the hero of modern literature. The student should compare the
heroes of modern literature with the herces of the past as well as understand
the traits of each hero. The entire unit emphasizes the hero as a character
in western literature rather than as an historical man. In this respect,
the hero 6f literature is closer to "myth" than ordinary modern history. |

1
I. DESCRIPTION OF CONTENTS 1

The teacher's packet contains brief critical essays concerning the
prominent literary heroes of western literature. and essays discussing
rost of the modern works that the students read. The essays are m~ant
‘ to be aids for the teacher, not lectures for the students, but the questions
<o in the stud:nt packet are designed to reflect the ideas contained in the
critical essays. The student should work towards the central idea of each
selection-~this ray take some pushing on the teacher's part to be sure--but
active participation is always worth more than passive listening. The essays
do not answer all of the questions in the student packet but most of the
questions, beyond the simple "what happens here" type, relate to the central
idea of the critical essay. It is hoped that there are enough questions so
the teacher may select the ones most suited to the level of the class. One
can, of course, overdo the question technique and the student wanders away
from the experience of the book to the answering of the questions. Perhaps
it would be best to have the students read each selection through before
attempting to answer the questions. It would be a shame to interrupt the
death of the fish in The Old Man and the Sea with a question. The questions,
then, are for the teacher's selection, not his restriction.

The unit deals with two kinds of heroes, to oversimplify; exemplary
heroes constructed by cultures in which the values of the culture are
somehow embodied in the hero and in whick the depth and richness and fulle
ness of the character is the depth and richness and fullness of an idea
given radiance in a man. These are the heroes discussed in the section
titled "The Heroes" (II, B). The teacher will find that the reading
techniques which the student learns in approaching these characters is also
the reading technique which the student will need to handle the characters
in the unit on Beowulf and Roland (The Epic Hero) and, making suitable

- adjustments for the difference between heroic and satiric technique, in

“ the Lazaro-Don Quixote unit (The Journey Novel). On the other hand, the
modern heroes included in this stucy have arother kind of "deptH and richness—
the kind that goes with an imaginative rendering of complex psychology.
And with this kind of writing, the complicated question of "point of view"
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in fiction becomes prominent; the teacher should study carefully the essay
on "point of view" included in Section E II (The Modern Hero: "The Modern
hero and the author: "point of view" in reading.) The student who masters
the reading techniques requred for the handling of the "modern hero" section
will be ready for the Historical Novel unit and for other units in the
Nebraska Curriculum dealing with modern fiction.

Critical Aids:

A. The Hero and his Culture:

This unit will be concerned with the here as an ideal, an ideal of his
culture and his creator. The soventh gvade unit, The Classiecgl ¥Wh,
outlines two possible functions of myth that are quite appliecable to a
discussion of the hero, Myths tend to (1) plcture the values and ideails
toward which the group should move and (2) picture whatever is holy to
the group., The classical and Christian heroes, at least, fulfill these
functions. Whether Achilles or Beowulf actually existed is notof prime
importance; what allegorical, symbolic, or exemplary meaning they embodied
for their culture is all important. If we are to discuss the hero at all,
we must consider the values of the work that contains him,

To sxtract Achilles from the Iliad and place him in the world of
Beowulf, then condemn him for his pride, certainly distorts the heroic
character of Achilles, But Achilles is the grand and honored hero of
the Iliad; his heroic nature is valuable within the Iliad but not
necessarily within Beowulf, The Song of Roland, or The Red Badge of
Courage., The Greek hero defended his honor with physical courage, was
proud of his courage and his honor, and would sacrifice all, even Greek
victory, for his honor. The Iliad's moving force is the revenge and
wrath of Achilles against Agamemnon. After Achilles deliberately withe
draws from battle, the Greeks, in spite of such formidible warriors as
Diomedes, Ajax and Odysseus, fall back to their ships beaten by Hector
and the Trojans. Only when Achilles returns to the battle may the Greeks
conquer; his superior strength and courage are necessary for Greek victory.
The values of the Iliad are contained in its hero: Achilles exemplifies
physical strength and courage as well as justifiable pride. Perhaps
Aristotle's definition of the great-souled, proud man besi captures the
hero of the Iliad: "Now the man is thought to be proud ZE%eat-souleg7
who thinks himself worthy of great things, . . . the proud [Eieat-souleg7
man, then, is an extreme in respect of the griatness of his claims, but
a mean in respect [£§7'the rightness of them"™ Achilles is the proud
man worthy of his pride and the Greek ideal. But each literary work
defines its own hero., Achilles, Aeneas and Beowulf embody Greek, Roman
and Medieval Christian ideals each in his own way. (Further detailed
discussion of the epic hero may be found in the later unit, The Epic
Ferc¢'. '™hese heroes are hardly "realistic" or particular human beings,

a taet 7.1 mrcomes quite evident if we try to imagine any one.of them
as hisi- -'. vrsther than literary, figures.

AL P S FERL L WE v PN W M O N S G D WY S0 e

hQuﬁﬁ%i frcm Maurice B, McNamee, Honor and the Epic Hero (New York:
1960), p. b.
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To the Romans Aeneas was an example of the good man; his stoicism,
his physical superiority, his pious nature are all exemplary and the
composite, ideal Aeneas was never meant to have the psychological
complexity of a modern literary hero. Aeneas' complexity is moral,
not psychological, and we ask questions of Aeneas' moral qualities
and how they embody Roman ideals, not whether Aeneas' behavior is psycho-
logically plausible. These heroes imitate ideals, not persons; they
"tend to picture whatever is holy to the group."

The word "group" in our last paragraph gives us the clue to the.con-
trast between the epic hero and the modern literary hero. As a society
becomes more complex, the literary audience fragments and the artist can
not depend on a uniform reaction to his work. He no longer can predict
what "is holy to the group," only what is holy to himself., Not only does
the tone of his work change but the traits of his heroes change. The
heroes embody the artist's ideals (as they do in the Classical and Chris-
tian epic), but not necessarily the audience's ideals. The stature of
the hero is reduced, he seldom has national or cultural scope, and he
tends to be more realistic and psychological. The character of the hero
loses its exemplary qualities as it gains psychological depth. Since the
artist can not rely on the values of the group to sustain or support his
hero, he must construct a value system on his own. This system may or may
not support the morality of a large section of his society. (See the
seventh grade unit, The Making of Stories frr more details.) The modern
realistic hero embodies the ideals of the artist who creates him--ideals
that may conflict with the code of contemporaneous society., Achilles,
Aeneas or Beowulf never struggle against a moral or social norm, they
support it; but the conflict between the modern hero and the existing
moral and social code is often the very heart of a mcdern novel,

Given these differences between the modern and the epic hero, it seems
almost fruitless to compare them on an absolute scale--the modern hero
doesn't have a chance. What modern hero has the pride and courage of
Achilles, the piety and duty of Aeneas or the Christian virtues of the
Red-Cross Knight in Spencer's Faire Queene? A rare man indeed. But we
must constaitly remember that these heroes are not men at all, but
composite ideals, exemplary and allegorical figures. When an artist
starts with a national or cultural ideal and works towards a man, he
creates an Achilles or Aeneas; when an artist starts with a man and
works towards his own ideal, he creates a Henry Fleming (The Red Badge
of Courage) or Santiago (The 0Old Man and the Sea).

Thus far we have discussed the hero as an ideal, not a man of action;
but what a hero is reflects in what he does., Achilles can not prove his
courage in a tea room; he must have battles andan antagonist the stature
of Hector. The noblest Achaean must have the noblest Trojan to defeat.
Any hero must be tested in order to prove his heroism, so that any dis-
cussion of what makes a hero must consider the obstacles he surmonts.
The author who creates the hero and his virtues creates the obstacles as
well; and again we are reminded that any literary hero must be discussed
with his surroundings, i.e., the work in which he exists. To have a
hero like Achilles appear amid the soldiers in The Red Badge of Courage
is unthinkable; Achilles' type of courage just does not exist in The
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Red Badge, But a test of the hero is common to both the Iliad and The
Red Badge, as it is in most hero-centered literature. The hero meets his

test with all he is and either is conquered or conquers,

The Heroes:

1.

Achilles,

It may be difficult for us to admire the boastful, proud Achilles,
but his place as the hero of the Iliad may not be disputed. The
Greek warriors admire and praise him; the Trojans fear even his
presence on the battle field. Achilles combines the Greek virtues
of physical prowess, exemplified by Telemonian Ajax, and crafty
intelligence, exemplified by Odysseus. To condemn Achilles is
to condemn the whole Iliad, because the structure of the peem sup-
ports Achilles. He is wronged by Agamemnon, withdraws from the
fighting until his beloved friend, Patroclos, is killed, then seeks
revenge on Hector and the Trojans. The Iliad ends with Achilles
Vvictorious, feared and admired. Homer does not ask us to admire
Achilles as a person but as an heroic ideal.

The student's sympathy (which is fully Justified) for the Trojan
warriors may block their judgment of Achilles, but perhaps it is
enough for them to realize the Achilles is a hero and the type of
hero he is--justifiably proud and "fierce." In the selection from
the Iliad read by the students the physical prowess of Achilles
is quite evident; what the student may not see is Achilles' pride,
and that it is justified by his feats on the battle field. Achilles
is flattered by the comparing of him to the men he kills; he kills
the worthy because he is worthier.

Aeneas,

Achilles is reminded by the gods throughout the Iliad that his
fate is death; Aeneas is reminded in the Aeneid that his fate is the
founding of Rome., The "personal" warrior's code ideal of the
Iliad contrasts directly with the national ideal of the Aeneid and,
of course, gach hero reflects the ideal. Aeneas serves the national
destiny of Rome, and the '"great Aeneas" acts out his fate with
obedient duty, a duty that requires him to kill the worthy for the
sake of his destiny. Aeneas has a pity for his victim, Lausus,
that Achilles could never express, but Aeneas kills in spite of his
pity because he realizes that the founding of Rome depends upon
his deeds. Aeneas' compassion and sense of duty points towards the
Christian knight and away from Achilles' personal code of henor,
but Aeneas is still a classical hero--he is proud, he is the "great
Aeneas."

In the selection the students read Aeneas is moved by the son,
Lausus, defending his father. Filial devotion and duty may be
substituted for national duty in this short selection, and a brief
report on Aeneas'! final naticnal destiny would easily lirk the
filial and national. This selection also is useful for a discussion
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of courage and justice. Lausus seems courageous when he comes forth
to defend his father, but his courage disintergrates into foolhardi-
ness when he attacks the great Aeneas, even after Aeneas' warning.
His rashness destroys him just as much as Aeneas' sword. Aeneas'
duty to Rome overcomes his compassion and he slays him, but Aencas
does recognize a code higher than personal glory. He does not |
boast over Lausus! body; he honors the code of filial devotion by

allowing Lausus' fath r, Mezentius, the right to bury his son. Aeneas

recognizes the enemy's rights and this is Aeneas' justice--devotion %
to an ideal higher than himself and adherence to that ideal. Justice
jmplies this devotion and duty to an ideal and again we may separate
Achilles from Aeneas. Achilles is devoted to his own glory, Aeneas
to the glory of Rome; Achilles' justice involves personal honor,
Aeneas! justice involves national honor.

3. Sir Gawain and Sir Lancelot,

Sir Gawain and Sir Lancelot should be judged against the code of
knighthood outlined in Diaz de Gemez's "Chivalric Ideal." Both
knights honor the order of knighthood and both are worthy men, but
Sir Lancelot, in this passage, is the superior knight--not only in
physical strength but in moral strength. In this respect we may use
Gamez's "Chivalric Ideal" as the moral code and the selection from
Malory as the excmpla (or example) of this moral code. This moral .
code includes the four secular virtues of Christianity--courage,
justice, prudence and temperancel tempered by humility (duty to God's
will) and charity (love of fellowman)., The code of knighthood
functions to serve the earthly king (here King Arthur) and the
heavenly king (the triune God), and when a knight forsakes the code,
he forsakes both his king and his God. The code is not, then, a
"save-the-fair-damsel” ethic but a devotion to higher ideals, ideals
grounded in medieval Christianity.

There is no question that Sir Gawain is a great knight, but his o
reasons for fighting Sir Lancelot are suspect: he wishes revenge upon
Sir Lancelot for the death of his brothers., Sir Gawain calls Sir
Lancelot a traitor and a coward, insults that force Sir Lancelot to
defend himself. Sir Lancelot does not fight because he is ernraged,
but because he is "as a beast at bay" and must fight. He must fight
because his very knighthood is being challenged, and he fights
reluctantly, He fights all the more reluctantly because he is
fighting against King Aruthur's '"own bloecd."

The word "endure" best summarizes Sir Lancelot's behavior during
the fight and also serves as a point of compariscn between Sir Lancelot
and the other heroes we have met. Sir Lancelot endures the superhuman

1 .
The last two virtues, prudence and temperance, may be called "self-control!

for the st . M ] t
today. student Prudence” and "temperance" tend to have unfavorable connotations
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blows of Sir Gawain until Sir Gawain loses his great strength; then
Sir Lancelot must "do his duty" by striking Sir Gawain down., Sir
Gawain never loses his insulting tongue ("Turn again and slay me,
traitor knight"), but Sir Lancelot is true to the code, not to

his personal anger, He will endure Sir Gawain "by the grace of God."
Sir Lancelot recognizes his duty to his God and his dependence on him
as well as his duty to his fellow knight, The intemperate Sir
Gawain has little charity for Sir Lancelot, while Sir Lancelot controls
his anger and serves the higher code of knighthood, But Sir Lancelot
has deserted King Aruthur, and Arthur laments this loss because
"without good knights, the king is like a man who has neither feet
nor hands,"

Any comparison between Achilles and Sir Lancelot should be easy
to make by this time--Aeneas is the problem., Sir Lancelot embodies
perhaps more than the national ideal embodied in Aeneas. His virtues
are religious before they are national--God, then king; while Aeneas’
virtues are national before they are religious--Rome, then the gods.
This may be a fine distinction for the student to make but perhaps
a discussion of justice would focus the problem. Aeneas, as we
have seen,devotes himself to Rome and to his fate that he must found
Rome; this code determines his justice: Sir Lancelot is devoted to
a code of knighthood based on a devotion to God., Aeneas endures by
his faith in Rame, Sir Lancelot "endures by the grace of God."

Mr. Oakhurst,

The title of Bret Harte's short story establishes the basic
contrast between the outcasts and the people of Poker Flat, The
outcasts are far nobler than the townspeople and one searches for
a standard of judgment. In the Iliad, Aemeid and La Mort DfArthure
the standards of justice coincide with the society invoived in each
work. Aeneas supports his own society's ideals, the society in and
out of the Aeneid, but in "The Outcasts" the main characters are in
conflict with their society, The standard of Justice cannot be the
mores of the townspeople of Poker Flat; they banish the only good
man among them. Their standard of justice is revenge for monetary
loss. 1ith the exception of Uncle Billy., who becames an outcast
from the outcasts, the sympathy for others redemns the main charac-
ters--in Gamez's terms, their charity. Mother Shipton's death, the
Duchess' concern for Piney and Tom's desire to entertain the group,
all stem from their charity. Initially the outcasts are isolated
persons, isolated from the town and from each other, but gradually
they lose their selfishness and help each other. All but Uncle Billy
are good people on this standard of charity, and he is an outecast
from even society's rejects,

This standard of charity also judges Mr. Oakhurst and makes him
at once "the strongest and the weakest" of the outcasts. Cakhurst
realizes the ultimate fate of the group and what he must do to save
them, but he cannot perform his duty--a duty that would require
him to go back to Poker Flat, face the townspeople and save the
group. He is a man obsessed with his fate, and he allows his fate
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to comuer him, Oakhurst is fascinated with the Achilles of Tom
Simpson's narration because Achilles knew he was to die, But
Achilles slays Hector in spite of this fate; Mr. Oakhurst cannot
perform the heroic act, and the realization of his own death conquers
him. He is a man of fate, a gambler who lives by chance, but he
cannot accept the consequences when his lvck runs out. But Oakhurst
is the strongest person in the group because he has this knowledge
of death. He comforts and encourages them, lies about Uncle Billy's
theft of the provisions so they won't be upset and prevents the
group from panicking. Qakhurst ghould go back to Poker Flats and
he should help all the others back. If Tom Simpson can make it,
certainly Mr. Oakhurst could have. Oakhurst is not a coward because
he refuses to act, but his own sense of fate destroys him. His
failure to act violates the standards of the outcast group because
he forsakes the group, thus forsaking his fellow man, Piney and

The Duchess die locked in each other's arms-~an affirmation of
charity; while Mr. Oakhurst dies alone and by his own hand--a
denial of charity. He is the strorg who failed the heroic test.
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i\l, The Modern Hero

The Red Badge of Courage: Henry Fleming - (Courage)

From the first paragraph of the Red Badge of Courage the army is alive
and the landscape moves, threatens or consoles Henry Fleming as he prepares
to meet the great "blood-swollen god" of war. Henry must learn what
courage is before he may confront the war god; he must shed not only

\\ cowardice but his humanity as well; he must become a fanatic and a beast

\in order to become a hero. The vivid life of this book lies not only in
h obvious excitement in the events of the battle but in the metaphorical
transformation of shell bursts to flowers, trees to gods and men to
beasts. When Henry runs, he runs "like a rabbit"; when he is cornered,
he “develops teeth and claws" and in the midst of battle the men
"resembled animals tossed for a death struggle into a dark pit. There
was a sensation that he and his fellows, at bay, were pushing back,
always pushing fierce onslaughts of creatures who were slippery" (p. 138).
The soldiers lose their humanity to become herces, But The Red Badge
of Courage is not a propaganda tract for a pacifist league, it describes
what happens to one who meets the war god and becomes a man.

When Henry Fleming leaves his mother disappointed at the rather flat
and unheroic goodbye, he is a vain, self-centered recruit who belives
that battles "might not be distinctly Homeric, but there seemed to be
much glory in them." (p. 30) But the dullness of the camp whose tent
floors seem built for eternal use destroys Henry's vision of heroics
and he grew "to regard himself merely as a part of a vast blue demonstra~
tion. His province was to look out, as far as he could, for his personal
comfort.," (p. 34) Henry certainly loses his individuality by wearing the
blue uniform and drilling with the troops, but he does not lose his
selfishness., He is an insignificant but selfish member of the snake like
army that "crawled from the cavern of the night," and the conversations
with the loud soldier, Wilson, and Jim Conklin confirm our opinion that
Henry wants to test his own courage not the army's, Henry's first
encounter with the enemy reflects his own selfishness:

But he instantly saw that it would be impossible for him to
escape from the regiment. It inclosed him, And there were
iron laws of tradition and law on four sides., He was in a
moving box.




As he perceived this fact it occurred to him that he had
never wished to come to the war. He had not enlisted of
his free will. He had been dragged by the merciless govern=

?ent. )And now they were taking him out to be slaughtered.
P. 51

Henry sees himself as an object "carried along by a mcb" with no
responsibility for his own life or death, and he pities himself, to
the point of wishing himself dead or wounded so he could "retire with
perfect self-respect and make excuses to the stars." (p. 101) But
Henry is not alone in his selfishness, the entire regiment defsats
itself in its first encounter by being a confused mob, not an army,
Its movements are separate and confused:

There was a singular absence of heroic poses. The men bending
and surging in their haste and rage were in every impossible
attitude. The steel ramrods clanked and clanged with incessant
din as the men pounded them furiously into the hot rifle bar-
rels, The flaps of the cartridge boxes were all unfastened,

and bobbed idiotically with each movement, The rifles, once
loaded, were jerked to the shoulder and fired without apparent
aim into the smoke or at one of the blurred and shlftlng forms
which upon the field before the regiment had been growing

larger and larger like puppets under a magicians's hands. (p. 67)

There is no aim or orgznized action in the regiment, and, of course,
they come off badly in their first encounter with the enemy. Henry
stands because the others stand; Henry runs because he perceives that
others are running. His actions are controlled by others, and Henry's
and the regiment's actions are singularly unheroic in the encounter.

When Henry returns to his unit after he has run from the battle,
witnessed the death of Jim Conklin and been humiliated by the "tattered
man," he is cared for by Wilson, the loud soldier, but Wilson has changed,
No longer does he boast of his coming heroism; he has been calmed and
humbied by the battle and, as such, is a deliberate psychological contrast
to Henry who has not seen the war god and has not been changed. Wilson
helps Henry and is ashamed when Henry tries to lord his "last letter"
over him. Henry boasts and lies about his ironic red badge of courage
while Wilson, who has reason to be proud, humbles himself before Henry's
taunts. Wilson is a man, Henry is still a boy; Wilson has met the war
god, Henry has not; Wilson has lost the selfishness that Henry retains
with renewed enthusiasm,

In the second charge after Henry returns to his unit, he again becomes
the beast charging at the war god, but this time he comprehends every-
thing, everything "save why he himself was there." (p. 149) He does not
ask that terrible question, it is just not in his mind at the time of
the charge. Henry participates not only in the physical fact of the
charge but in the psychological frenzy that permeates the charge:

But there was a frenzy made from this furious rush. The men,
pitching forward insanely, had burst into cheerings, noblike
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and barbaric, but tuned in strange keys that can arouse the |
dullard and the stoic., It made a mad enthusiasm that, it |
seemed, would be incapable of checking itself before granite
and brass. There was the delirium that encounters despair
and death, and is heedless and blind to the odds. It is a
temporary but sublime absence of selfishness, And because
it was of this order was the reason, perhaps, why the youth
wondered, afterward, what reasons he could have had for
being there, (p. 149, italics added)

Henry asks no questions when he charges, he thinks of nothing; he only
reacts to the charge, the questioning comes later. We must remember
‘that Henry is never alone in any of these charges, he may lead a few, but
he never charges without his mates. It is this atmosphere of the "sublime
absence of selfishness" that allows Henry to charge, that leads him to
heroism ... It is in no sense a conscious act, but it is a courageous
one. Henry still exists in the "moving box" that is the army, but no
longer dqes he whine about it; he is being taken out to be slaughtered,
but he has lost himself and the question'why am I here?" Later in the
battle when Henry is the cclor-bearer and, in a sense, leading the
charge, the same loss of self takss place:

For it seemad that the mob of blue men hurling themselves

on the dangercys group of rifles were again grown suddenly
wild with an enthusiasm of unselfishness . . . , But they
were in a state of frenzy, rerhaps because of forgotten
vanities, and it made an exhibition of sublime reckless-
ness, There was, apparently, no considered loopholes, It
appeared that the swift wings of their desires would have
shattered against the gates of the impossible, (pp. 173-174)

Henry's courage comes in a frenzied charge that robs him of himself;
cowardice comes when Henry is a selfish part of the group. Courage,
then, is sacrifice, and Henry has learned what Wilson knew after the
first encounter: "He felt a quiet manhood, nonassertive but of sturdy
and strong blood, He knew that he would no more quail before his guides
wherever they should point, He had been to touch the great death, and
found that, after all, it was but the great death. He was a man,"

The 0ld Man and the Sea: Santiago (Control)

Santiago is a man who loses everything but that which makes him a
Man, His old age has taken his youthful fishing skills, so that what is
left is a good right hand, a bad left hand and his knowledge of the sea;
his society has taken his only helper and worshiper away from him, the
boy, because the old man has run out of luck, and the sharks destroy the
last symbol of what he is, the fish. But the book is not an exercise in
defeat and pessimism, for the old man is, in his own words, "destroyed but
not defeated." Though his body hardly obecya him anymore, the old man's
will and intellizence conquers the pain of his body and he kills the fish.

The old man's world is the sea and the creatures of the sea, In fact,
we might say that Santiago's religion is the sea; his doctrine of salvation
is union with the creatures of the sea, and his ritual of worship the
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killing of the fish., The religion of his society does not comfort him;
he uses it as a spell and good luck charm: "I will say ten OQur Fathers
and ten Hail Narys that I should catch this fish, and I promise to make a
pilgrimage to the Virgen de Cobre if I catch him, That is a promise.?
(p. 63) But his ranthesitic religion does actively help him as the birds
show him ‘there bait is:

If they don't travel too fast I will get into them, the
old man thought, and he watched the school working the
water white and the bird now dropping and dipping into
the bait fish that were forced to the surface in their
panic,

"The bird is a great help," the old man said. (p. 35) And
Santiago reccives comfort from his remembrance of turtles:

Most people are heartless about turtles because a turtle's
heart will beat for hours after he has been cut up and
butchered. But the old man thought, I have such a heart too
and my feet and hands are like theirs, He ate the white
eggs to give himself strength. He ate them all through

May to be strong in September and October for the truly

big fish. (p. 34)

But the creatures of the sea are not all helpful and noble. The Portuguese=
man-of-war stings him, and he rejoices when the turtles pop them open and
eat them., Although the first shark to hit the fish is noble, "everything
about him fthe lMako shark/ was beautiful except his jaws." the second

and third group of sharks glut themselves when they tear at the great

fish, "the shark let go of the fish and slid down, swallowing what he

had taken as he died," (p. 108) But the old man does not hate the order

of the sea, an order that will save him or destroy him; he accepts the
inevitable destruction that must be his.

The old man seeks union with the fish and quite early in the hunt the
fish loses any commercial value: "How many people will he feed, he thought.
But are they worthy to eat him? No, of course not," (p.74); and the
hunt becomes spiritual: "I'11 kill him though, in all his greatness and
his glory." (p., 64) The old man thinks of himself as having intelligence
and will and the great fish as having heart and nobility, 'But, thank
God, they are not as intelligent as we who kill them; although they are
more noble and more able." (p. 61) "I wish I was the fish, he thought,
with everything he has against only my will and my intelligence" (p. 62)
The old man's intelligence and will can defeat the fish because only
these qualities can overcome the pain of the kill, for "I must hold his
pain where it is, he thought. Mine does not matter. I can control mine,
But his pain could drive him mad." (p. 87) Santiago seeks to control
in equipoise the pain of the fish and his own pain but this search for
balance and union creates his own sacrifice and that of the fish. By
choosing to go beyond the safe fishing waters, he chooses not only to. ..
confront the glory of the fish but to confront his own destruction: e

His choice had been to stay in the deep dark water far out
beyond all snares and traps and treacheries., My choice was
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to go there to find him beyond all people, Beyond all
people in the world, Now we are joined together and
have been since noon. And no one to help either one of

us. (p. 48)

Santiago looks upon the fish as hias brother, a brother he must kill
and a brother he would wish to be: '"™an is not much beside the great
birds and beasts, Still I would rather be that beast down there in
the darkness of the sea." (p. 67) dJust before Santiago kills the fish
there is an almost complete spiritual balance botween the fish and the
man:

You are killing me, fish, the old man thought, But you

have a right to, Never have I seen a greater, or more
beautiful, or a calmer or more noble thing than you, brother,
Come on and kill me, I do not care whe kills who,

Now you are getting confused in the head, he thought.
You must keep your head clear. Keep your head ¢lear and
know how to suffer like g man. Or a fish, he thought. (p. 92)

The old man has relinquished his very intelligence and he endures through
his suffering only, just certainly as the fish endures. At the moment of
the kill, "he took all his pain and what was left of his strength and
his long gone pride and he put it against the fish's agony." (p. 93)

And of course he drives his harpoon through the fish's heart, the fish's
nobility.

This theme of endurance and self-sacrifice certainly helps explain
the many metaphorical reference to Christ. Although the Christ symbolism
of the book is in no way structural (the old man is not literally crucified,
nor is there a last supper, etc.); the references to the Christian idea
of a sacrificial salvation supports the theme of The 0ld Man and the Sea.
When the sharks hit the fish and the old man cries out "Ay," Hemingway
says, "There is no translation for this word and perhaps it is just a
noise such as a man might make, involuntarily, feeling the nail go through
his hands and into the wood ." (p. 107). We should not transform the old
man into Christ but remind ourselves that the old man's suffering is like
that of Christ's, Uhen the old man hauled the mast of his ship back to
his house, "he started to climb again and at the top he fell and lay for
some time with the mast across his shoulder " (p. 121); we again are
reminded of the Christian sacrifice,but this reference works like metaphor
and not like the assertion of identity. The idea of control, sacrifice,
and endurance is the important allusion, not that Santiago is in any sense
a new Christ, not even a new "symbolic" Christ.

The Bridge Over the River Kwai: Colonel Nicholson (Control-Courage)

Col. Nicholson, like Santiago in The 0ld Man and the Sea and Henry

Fleming in The Red Badge of Cnurage, goes beyond reason and the normal
order of things, but Nicholscn's rigid adherance to military discipline
leads to an inversion of value not the affirmation of value. Nicholson's
"courage" and devotion to an ideal blinds him to the true values expounded
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in the book. At first Nicholson's devotion to this military ideal produces
valuable results; his insistence that he and his officers maintain control
of their men for the gacd of the men is a noble ideal and certainly his
ordeal and torture makes us admire him, But when Nicholson does gain
control his main thought is the bridge, not the physical welfare of his
men, He besomes obsessed with the idea of parfection; the idea is trans-
formed into attacks on his own men for impeding the progress of the bridge.
He strives not for his men but for the bridge. He must build a better
bridge than the Japanese could build to prove that the Western idea of
perfection is supericr to the Japanese culture. He deplores the methods
of the Japanese because they are not. efficient and they will not last. He
proceeds to build a better bridge sc the Japanese may conquer Asia and
hence, forsakes the ideals of the war for the ideal of rerfection,

But Col. Nicholson is not the only offender- liis officers f9llow and
admire him so much so that they are counterparts of his personality.
Reeves the engineer criticizes the Japanese engineer and perfects a plan
for a bridge that would last twenty years. Hughes perfects his talent
for managing men and drives them to build the "perfect!" bridge and the
men themselves devote their lives to the bridge. Clipton, the medical
officer, is the sole doubter and he always is asking himself, "Is
Nicholson a hero or a fool?" And this question must be answered if we
are to understand the book. Nicholson's devotion to a higher ideal and
his determination to execute that ideal are admirable traits, traits that
we have observed in all the heroes we have considered. The deliberate
contrast between Col. Saito and Col. Nicholson, between a ruined, incapable
man and a military ideal, certainly enhances our judgment of Nicholson.
Nicholson's insistence on military respect and adherence to the Manual
of Military Law secems quite admirable, but even this admiration is tempered
by Clipton's doubts, and we soon learn to listen to Clipton,

The parallel plot concerning the demolition team and the development
of Joyce obviously links to the bullding of the bridge on the action level
and probably not so obviously on the thematic level. Force 316 must
destroy the bridge and they must do it perfectly. They are also obsessed
with the idea of perfection, they must plant the charges in exactly the
right place, they must think of every possible detail and yet they fail.
They fail because they are mot fighting the Japanese but their own western
idea of perfection embodied in Col, Nicholson., Force 316 pits a young
man who has not been_tested, Joyce, against the most determined and insane
of men, Col. Nicholscn, Joyce will be able to use the knife to kill, but
he kills the wrong man. Perfection destroys itself by blinding itself to
the reality of war and the defeat of the Japanese. Col. Nicholson does
go beyond the normal expectations of society and he is, in a sense,
courageous, but he serves the wrong ideal and the ideal destroys not only
himself but the society in which he exists, It is courage gone wrong.,

The Diary of a Young Girl: Anne Frank (Courage)
The structure of Annefs diary depends not only upon the physical events

that happen to her but upon the state of her mind. As Anne says, "memories
mean more to me than dresses,'" and memories constitute her diary. But
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these are not memories that run in a straight line to a specific physical
or psychological event; they are memories recorded in all their vividness,
without a judgment by the rememberer, Anne. She records her life and as
we read through her diary we realize this is not a record of her physical
isolation only, but of psychological isolation. Her daily trials of
hunger and fear of the Germans take second place to her concern for her
own "self" and its relation to the others in the isolated group. The
struggle with her physical isolation is shared by the whole group and
finally resolved by the Germans carrying them away, but th? struggle with
her psychological isolation is shared only by her diary, Kitty, and
resolution never comes. The last entry presents the problem that Anne
never learns how to overcome:

My lighter superficial side will always be too quick ?or
the deeper side of me and that's why it will always win.
You can't imagine how often I've tried to push this Anne
away, to cripple her, to hide hur, because after all, she's
only half of what's called Anne: but it doesn't work and
I know, too, why it doesn't work.

Anne divides herself in two - her social "Anne" and her diary "Anne" - and
vie, of course, see the Anne of the diary. Anne's struggle is to resolve
these two into one Anne, but she can never truly present the diary Amne

to the others isolated with her. She tries with Peter but their relatione
ship so often is one of Anne worshiping Peter rather than Peter ever
knowing the "real" Anne; but the only moments of understanding outside her
diary come in her talks with Peter. She distrusts her mother, finds her
cold and unknowable; she loves her father but cannot talk to him. Peter
does meet the Anne of the diary for a few brief talks,

The structure of the diary follows this struggle between the two
Anne's - Anne as social object and Anne as psychological reality. She
stands between her hatred of others who treat her as an object and her
understanding toleration of others. In the entry for 22 Jamiary 1944,
Anne feels she is quite mature and can reconcile her own wants with those
of the groups, "I want to start afresh and try to get to the boltem of
it all, not be like the saying 'the young always foliow a bad example,!

I want to examine the whole matter carefully myself and find out what is
true and what is exaggerated." But her equilibrium is easily upset as it
might easily be given the intense pressure of having to live with others,
and Anne retreats into herself again (13 February 1944), "I desperately
want to be alone, Daddy has noticed that I'm not quite my usual self,
but I really can't tell him everything. 'Leave me in peace, leave me
alene;' that's what I'd like to keep crying out all the time. Who knows,
the day may come when I'm left alone more than I would wish!" She pities
herself and retreats into herself, the self we witness, her diary Kitty.
Kitty becomes Anne's 'real" and isolated self.

Maturity would come to Anne if she could live with her social self--
the self that is the object of others, that walks around the annex, that
talks and reacts to Mrs. Van Daan and Dussel. She manages to have brief
periods of what we might call maturity. She tries to see her mother
objectively; she tries to see the other persons viewpoint, but her doubts
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and dislikes never allow her to maintain a steble viewpoint towards the
other members of the group. This is, of course, an adolesence's view of
the world and with Anne we have all of this struggle compressed into the
diary because Anne must live with the others. She cannot physically
escape. She must escape into her diary. Her last plea to her diary is
all the more terrible and pitiful because we know that she will die,and
the physical reality of the Germans will destroy the struggle with herself,
a struggle that is never resolved:

A voice sobs withinme . . . . Ch, I would like to listen,
but it deesn't work; . . . and finally I twist my heart round
again, so that the bad is on the outside and the good is on
the inside and keep on trying to find a way of becoming what
I would so like to be, and what I could be, if . . . there
weren't any other people living in the world,

The Modern Hero
l. The Modern Hero and Value,

Perhaps the psychology of Anne Frank leads us to the basic problem
in any discussion of the modern hero. Anne's psychology is split
into two ideas of herself; she sees herself as an object of a social
group, of other people's desires and wishes and she sees herself as
an individual, distinct "self" that no other person may know, Kitty,
her diary, is the only record of Anne's inner self. Of course Anne
never unites her two selves and her final cry is for other people to
disappear so her inner self may be perfected, The drama of a modern
novel so often involves this struggle of two psychological selves
rather than a physical struggle. Even in a novel that depends so
much on action like The Bridge Over the River Kwai, the main interest
is Col. Nicholson's psychology, his inability to recognize when an
ideal has gone wrong. Santiago in the Old Man and the Sea goes
out 'beyond all preople" to kill his brother and to reaffirm the very
order of his inner self--in a spiritual sense, the fish and the old
man become one. Henry Fleming loses his inner self to the mad frenzy
of the charge and in so doing becomes a man.

Freviously we noted that the valves of Achilles, Aeneas and Sir
Lancelot coincided with the values of their society. If we compare
the modern hero with these ancient heroes we notice that the values of
the modern herc may coincide with the values of Achilles, Aeneas or
Sir Lancelot (e.g. Santiago and Sir Lancelot), but the values of the
modern hero usually conflict with those of his society. The hero
usually perceives the difference between the values of his inner self
and those of society--he must either accept the values of his society
(as does Henry Fleming) or reject them (as does Holden Caufield in
Catcher in the Rye). If he rejects society's values, he is either
destroyed because he cannot establish his own values (as is Quentin in
Faulkner's The Sound and the Fury) or he must construct values for
himself, values that may conflict with accepted norms. This conflict
between the inner self and the social self usually occurs within the
modern hero's mind, & conflict that seldom occurs in Classical or
Christian literature. One might object by citing Hamlet; doesn't he
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have this inner struggle? Certainly he does, but there is never any
question of the true values. Hamlet is not questioning the necessity
for revenge, for righting the wrongs of Claudius, Hamlet knowg yhat
he must do., The questioning in Hamlet's mind concerns the validity
of the ghost's accusations, is the ghost a true ghost, is the ghost
from God or the Devil, The modern hero struggles to establish values;
he either defeats or he is destroyed by his social self.

The Modern Hero and the Author: '"point of view" and reading:

A discussion of the modern hero must consider two questions that
confront modern literature: (1) what type of characters has the
author created, (2) what is the author's attitude toward these charac-
ters, In literature before the 19th century we are seldom in dogbt |
about the author's feelings towards his characters, Homer, Virgil |
and Malory tell us quite explicityly who their heroes are and what they
think of them, The problems of interpreting the author's attitudes
are a matter of historical perspective rather than the author's
ambiquity,

But in modern fiction the answers to these two questions become
so important that they may even determine the interpretation of the
work, If an author has created a character so much like himself
that he cannot judge him properly (as in D. H. Lawrence's Sons and
Lovers), then we are confused. If an author "presents! a character
without explicitly telling us what he thinks of his creation, we
again have an ambiquity (similar to the problems in Melville's Billy
Budd and James Joyce's Portrait of an Artist). These ambiquities
of character may be resolved by the intelligent reader but not be
referring to a trustworthy narrator within the work as we might do in
Malory's La Mort d'Arthure. In The Diary of a Young Girl Anne
fluctuates between love and hate for her parents--when are we to
trust her, when not? These problems are never resolved by Anne
because they exist in her personality; but with an artist deliberately
setting out to create a character and not write a "real"' diary, we
expect consistency and resolution. We want to know what.the author
thinks about his characters.

To help understand this relationship of the author to his characters,
let us make three rather artificial distinctions. in the narration of
several works in this unit:

(1) OQmuiscient and reliable narrator: This narrator knows every-
thing about the lives of his characters, their emotional, mental and
moral states. The narration is, of course, third person which, when
combined with omniscience, gives the narrator unlimited range. But
with this freedom comes distance, a distance that gives the author's
characters sharp moral and psychological outlines, In the Iliad,
Aeneid, or La Morte d'Arthure we are never in doubt as to the nature
of the heroes, who is right, who is wrong because the narrator presents
his characters as examples of certain virtues or vices; they are "flat,)'
with little psychological depth but with great moral significance and
the narrator tells us so, This form of narration is rare in modern
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literature, although the third person omniscient narrator does exist, ﬁ
but in the modern novel the narrator seldom comments on the action,
he presents it unjudged. Such i8 The Bridge Over the River Kwai.
The narrator is still distant from his characters but now, possibly
because of a lack of the narrator's comment, the characters have ;
exchanged their exemplary natures for psychological ones. Since we i
can no longer rely on the author's comments to judge the characters we 1
must look for intentional ironies and other language cues, "normative' |
characters whose view of the events supposedly coincides with that

of the author, and to the events themselves to discover who the "hero"
is and what he means. The last paragraphs of The Bridge Over the -
River Kwai imply a question we must answer: "!'I JWarden/ took the

only line of conduct possible, It was really the only proper action

I could have taken.' 'The only proper action,' Colonel Green agreed."
Was it the only proper action? We must turn to the attempted destruc-
tion of the bridge and Colonel Nicholson's character to find the answer,
not to any specific comment by the author, because he gives us no
precise, quotable answers, But Boulle does give us information about !
Nicholson's mistake, Clipton doubts him and properly assesses Nicholw |
son's misguided idealism, and we have Warden's judgment that Joyce
killed the wrong colonel, The author passes judgment through his
characters without going into the mind of Nicholson,
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(2) Third person, limited, narrator: This narrator knows every~-
thing that happens in the work but limits the observation of events to
a single mind by "looking over his shoulder."” Perhaps "limits"
is the wrong word. The author certainly limits himself to an observa-
tion of physical events but he gains observation of psychological
events, We need only observe the differences between the lliad and
The Red Badge of Courage to make this clear. Homer may roam the
battle field and observe any warrior; Crane must stay with Hemry
everywhere he goes but he may filter the events through Henry's mind |
so that they are transformed by it. The army looks like a snake, .
the men are screaming wild beasts. "(bjectively" this is not true, p
but psychologically these are valid sights and sounds., Bu! how can we
now trust the narrator, a narrator who sees with the eyes of a young i
boy? We must rely again on "mormative!" characters, if their are
any, the connotations of the language used by the narrator, and the
events of the work; for Crane does not say, "Henry Fleming you are a
man," rather he says, "He was a man," and leaves us to wonder if we
may trust him, '

We are "with" Henry, but we are not limited by him, The narrator
gives us a comparison character--Wilson--and a man who judges Henry's
flight--the tattered soldier--without presenting his own Jjudgments
directly. After Henry's first combat the narrator says,

He perceived that the man who had fought thus was = ... _
magnificent, -

He felt that he was a fine fellow, He saw himself
even with those ideals which he had considered as far
beyond him, He smiled in deep gratification, (p. 71)
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and in the last chapter the narrator tells us,

Yet gradually he mustered force to put the sin at a

distance, And at last his eyes seemed to be opened

to some new ways, He found that he could look back

upon the brass and bombast of his earlier gospels

and seem them truly, He was gleeful when he dis-

covered that he now despised them., (p. 182)
Out of context both quotations seem to express similar states of
Henry's mind, but in context the first is ironic, the second serious.
The author tells us what he thinks of Henry by subsequent action and
description, not by direct comment. After the action of the first
quotation, the rebels charge again, and "the men groaned. The luster
faded from their eyes., Their smudged countenances now expressed a
profound dejection . . . . They fretted and complained each to each."
(p. 72) Ve now know that Henry's gratification was false, he misjudged
the enemy, the fact of war and himself. His previous elation was
quite ironic., Put we do not know this from the narrator as commentator,
but from the narrator as "objective!" describer, After this incident
we do not trust Henry's feelings (we do trust the narrator'’s description
of Henry's inner state., however), and we take Henry's comments with a
touch of irony. The attitude of the author, however, is clear.

In the second quotation we have all of Henry's experiences in the
past, his desertion, his loss of fear, his loss of self in the frenzied
charge, and now Crane asks us to accept Henry as a man, We can because
now Henry sees what we, as readers, have seen throughout the book--
that war is an unnatural god-beast imposed upon an indifferent, yet
calm, landscape. Before the battle the landscape "threatened him"
and "the shadows of the woods were formidable., He was certain that in
this vista there lurked fierce-eyed hosts." (p. 53). But after the
action of the second quotation Henry perceives the natural order that
the war-god has distorted:

It rained. The procession of weary soldiers became a
bedraggled train, despondent and muttering, marching
with churning effort in a trough of liquid brown mud
under a low, wretched sky. Yet the youth smiled, for
he saw that the world was a world for him, though many
discovered it to be made of oalhs and walking sticks.
He had rid himself of the red sickness of hattle, The
sultry nightmare was in the past, He had heen an animal
blistered and sweating in the heat and pain of war. He
turned now with a lover's thirst to images of tranquil
skies, fresh meadows, cool brookse--an existence of soft
and eternal peace. (p. 183)

From this quotation we do nct know beyond a doubt, that Henry is a
fully matured man, but we do know that he has changed and for the
better, Crane changes the landscape to indicate Henry's new maturity.
The narrator does tell us, and we now accept the statement, '"He was

a man." e discover this through event and metaphor, not from direct

©
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narration. In a modern novel without a commenting, reliable narrator,
as we participate further in a character's mind and feelings, we are
less able to judge him absolutely. Hew to understand fully and judge
completely the modern hero is the diizmma of the modern novel,

(3) First person, reliable and unreiiable narrator: Her the author
limits all physical and psychological observation to the "I" narrator
and the problems for the reader multiply. Again our central problem
is the reliability of the narrator--when is he right, when,wrong? In
third person "single mind" narration (cf. 2 above) the narrator is
limited to the mind of the main character but he can comment on it and
we accept the truth of his cocmments, In first person narration we
lose even this shaky reliability; we can no longer use "objective"
events in the work to judge the narrator for there are no objective
events, they all exist in the narrator's present or past experience.

In her diary Anne Frank records quite contradictory statements cone
cerning her mother, father, Peter and even the state of her own mind;
how are we to sort the reliable from the unreliable narration? With
the diary we cannot. It is a record of a girl's mind, not a work of
art, and there is no resolution to the contradiction, nor was there
meant to be one. We do not know the state of Anne's mind from other
person's, no one else narrates; but there is one clue to the other meme
bers of the group, their conversation. If Anne has recorded the
conversation accurately, we may see through her own thoughts to this
"objective" dialogue, But, of course, Anne selects the dialogue for
her diary and though she may record accurately, she does not record
all, We come back to the same problem. The problems in the diary

are the problems of the unreliable first person narrator in a work

of art but now the author may be able to give more clues. In William
Faulkner's The Sound and the Fury the author presents.three first
person narrations, Benjy's (the idiot), Quentin Compson's and-Jason
Compson's as well as one section of third person marration, In this -
novel we may compare narrators, realize who is right and who is wrong
then compare our judgments with the reliable third person narrator.
Fanlkner recognizes the problem of the unreliable "I" but also the
extreme psychological complexity available in this form of narration,
He solves the problem by giving the reader clues outside each character's
narration,

S,

We need only imagine Santiago narrating The Old Man and the Sea to
realize the problems involved in first person narration. Santiago is
not aware that he is a noble man; he worries more about Joe Dimaggio's
bone spur than his own cut and bleeding hands, He feels Dimaggio's
courage is greater than his own, but we clearly see, through Hemingway's
narration,that Santiago's courage and endurance is the suffering of a
noble man, and Dimaggio's endurance is artificial and he suffers as a
baseball player, not a man who suffers because suffering is his very
life, If Santiago narrated the book, we would have a difficult time
distinguishing between Dimaggio and the old man simply because Santiago
is not aware of his own greatness. A man not aware of his own greatness
cannot tell us about it directly. Hemmingway can, through corment and
symbol. The reading problems presented by modern novels or stories
which say something about the.nature of the heroic through one or another
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kind of point of view should be constantly kept in mind by the teacher.
Students who can learn to read so that they are alert to the possibility
that what an ordinary character says, what a hero says, and what 2 total
work says through plot, symbol, and verbal texture may each be quite
different from the others has learned a good deal about the art of
reading in depth.

V. Composition Exercises

A. The first section of this unit distinguishes between the characters of
Achilles, Aeneas and Sir Lancelot, and any composition exercise should
discuss their differences and similarities.

1.

Have the students write a supposed battle between any two of the ancient
heroes, If the student would choose Achilles and Sir Lancelot, the
differences in their characters should be just as evident as the dif-
ferences in their weapons. Victory or defeat and the warrior's attitudes
should depend on the character of the warrior, not the superiority of
any weapon,

Have the students write several paragraphs deseribing Achilles on the
battlefield of The Red Badge of Courage, If the student understands
the differences between Achilles and the soldiers in The Red Badge,
the distinction between Henry and Achilles will be quite evident.
Achilles would never question his courage the way Henry does, etc.

Have the students change the ending of The 0ld Man and the Sea so that
the sharks do not eat the fish and Santiago returns to sell the fish.
Then ask them to write several pages discussing the effect of this
change on the idea behind Santiago's character. Perhaps they could
rewrite the meeting between the boy and Santiago after he brings the
fish back, A rewriting of the ending of Tte Bridge Over the River Kwai
might also work, Colonel Nicholson might aid Joyce and destroy the
bridge. How would this change the character-.of.Nicholson? of Joyce?

B. A reading of the books for this unit should make the student aware of the
extreme differences in style. The following composition questions should
alert the student to these differences without. a mechanical imitation of

1.

any of the writers.,

Have the students rewrite a section of "The OQutcasts of Poker Flat" (say
Oakhurst's death) but using the stylistic devices of either the selection
from the Iliad, Aeneid or La MortediArthure--in prose, of course, They
should be aware that a writer camnot change style without changing the
subject matter. CQakhurst's death would certainly be more "noble" if
written in Homeric similes. |

Have the students write a diary of one day in the life of Henry- Fleming
making certain they choose a specific event (say his leave taking, his
meeting the tattered soldier, or his desertion). The diary should be
more personal a.treatment-of Hemry than. is possible with Crane!s third
person account, ST

~
N,

.
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3. Have the students rewrite a significant event in ggg,gg;ggg,gzgz,ghs
River Kwal using Hemingway's stjle. The event would certzinly be
toned down and the style clipped. Again the student should realize
that the style actually changes the event.

C. The more advanced students, at least, should be aware of the symbgligm
in The Red Badge of Courage and The Old Man and the Sea. The following
questions give the students the opportunity to recognize and manipulate
symbols.

1. The last paragraphs of The Red Badge symbolically explain Henry's
maturity. If the reader has been aware of the elaborate animal
imagery involved with the landscape surrounding Henry, the change in
the landscape is quite noticeable. The red demon~beast is gone,
replaced by the tranquil sky; the heat replaced by rain., Discuss this
change in class, then have the students write several paragraphs in
which the surrounding objects (landscapes, buildings, streets, etc.)
determine the interpretation of the passage. A definite event should
be chosen (say, a deer hunt, a baseball game, a car accident) so the
student doesn't just "describe" a scene. After this assignment, have
the students rewrite their own paragraphs so that the "interpretation”
reverses itself,

2, In The 0ld Man the symbolism is contained less in explicit metaphor
than in the events of the novel; Santiago's cut hands, his kinship
with the fish and the killing of the fish are "facts" and symbols,
but not metaphors. The events of The 0ld Man function in two ways:
as literal happening and as representatives of a higher, spiritual
reality. The questions in the student packet should emphasize this
dual nature of events to the student. Composition questions cn this
form of symbolism might be difficult, but careful guidance by the
teacher would give the student some idea of symbolism, Have the
students choose one important event (say, an automobile accident or
a riot) and have it "stand for" a psychological or moral event. The
riot might represent a confusion of mind, the accident man's inability
to understand modern life. This is rather high powered for the eighth
grade, but a good student should realize that there are abstractions
behind concrete events and concrete objects can stand for these abstrac-
tions.

SUPPLEMENTARY TEXTS:

These are for individual reading and application of the concept.s developed
in the reading of the core books. The teacher may f* 1 he wishes to substitute
a book from these lists for one of the core texts, in accordance with the needs
of *he class.

Courage

Short Stories: These are to be found in anthologies indicated, which are
available in some schools.
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"Armapurna" by Maurice Herzog (Fleasure in Literature)
"Shago" by James S, Pooler (Adventures in Reading )
"The New Kid" by Murrey Heyert (Pleasure in Literature) (Adventrres

in Living) _ ,
"Two Boys on a Mountain" by William Douglas (Adventures in American
Literature)

"Contact with Danger" by John D, Craig (Worlds 22.2292¥2)

"The Hero" by Margaret Weymouth Jackson zglgggggg ;g,;;pggg&ggg)
(Adventures in Reading)

"The Lovely Night" by Shirley Jackson (Adventures for Today) ]

"Yictory on Everest" from The Age of Mountaineering by James Uilman
(Adventures ig.Appreciatioﬁé-

"The Miracle of Scio!" by Frank Siedel (Adventures for Egggx)

"Young Van Schuyler's Greatest Romance'" by AL Capp (Adventures for
Today)

"Baseball's Hero" by Paul Callico (Adventures ig,Living)

"John Colter's Race for Life" by Stanley Vestal (Adventures for
Americans)

Poems:

"Gunga Din" by Rudyard Kipling (Pleasure in Literature)

"The Ballad of East and West" by Rudyard Kipling (Adventures for
Today)

"The Highwayman" by Alfred Noyes (Adventures for Today) (Worlds
of People)

"Courage" by Helen Frazee-Bower (Prose & Poetry for Enjoyment)

Plays:
Norman Corwin, Ann Rutledge (Adventures in Living)

Long fiction:

Richard Byrd, Alone

Henry Felsen, Street Rod and Hot Rod (especially good for 3rd track boys)

Jack London, Call of the Wild and Island of the Blue Dolphins (especially
good for girlsT-

Thor Heyerdahl, Kon-Tiki (true adventures)

J. Meade Falkner, Moonfleet (adventure, mystery, bravery)

Carl Sandburz, Abe Lincoln Grows Up

Robert Louis Stevenson, Treasure Island

Robert Louis Stevenson, Kidnapped

Justice
Short Stories:

"The Cask of Amontillado" by Edgar Allan Poe

"The Most Dangerous Game" by Richard Connell (Pleasure in Literature)
"The Tell-Tale Heart" by Edgar Allan Poe (Worlds of People)

"Black Cat' by Edgar Allan Poe
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"Speckled Band" by Arthur Conan Doyle (Worlds of People)

"Ransom of Red Chief!" by.O. Henry (Adventures in Regding)
(Brose & Peetry for Enjoyment)

"Wolf and Lamb"e-fable

"The Bishop's Beggar" by Stephen Vincent Benet

"Under the Lion's Paw" by Hamlin Garland (Main-Travelled Roads)

"Laborers in the Vineyard" selection from Mutiny on the Bounty in
Pleasure in Literature

"Sorry, lirong Number" by Lucille Fletcher (Pleasure in Literature)
Poetry

"Leaden Eyed" by Vachel Lindsay
Long Fiction:

e St g U ot

Anthony Hope, Prisoner of Zenda

Walter Van Tillburg Clark, Ox-Bow Incident
Arthur Conan Doyle, Hound of the Baskervilles

Control

Short Stories:

"The Sculptor's Funeral" by Willa Cather
"The Silver Mine" by Selma Lagerlof (Adventures in Reading)

Long Fiction and Biography:

Joseph Conrad, Typhoon (difficult)

Charlotte Bronte, Jane Eyre

Emily Bronte, Wuthering Heights

Daniel Defoe, Robinson Crusoce

Eve Curie, Madame Curie

E. M, Forster, Where Angels Fear to Tread (difficult)
Catherine Drinker Bowen, Yankee frcm Olympus (difficult)
Clara Ingram Judson, Mr. Justice Holmes Eeasy)

Iris Noble, First Woman Ambulance Surgeon Emily Barringer
Gandhi, Autobiography (quite long)

Leo Tolstoy, Last Diaries (difficult)
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Journey Novel Hero
(Grade 8)

CORE TEXTS :

Lazarillo de Tormes (trans. Harriet de Onis) Great Neck, New York:
Barron's Educational Series, Inc. (75¢) All tracks

Miguel Cervantes, Don Quixote (abridged).New York: New American Library
of World Literature, Inc., Mentor Book #MP407, (60¢) Tracks A and B

T. H. White. Sword and the Stone,in The Once and Future King, New York:
Dell Publishing Co., inc. Dell #6612 (95¢) All tracks

Alain LeSage. Gil Blas (abridged). Greenwich, Connecticut: Fawcett
Publications, Inc. #T157 (75¢) Tracks A and B

Charles Dickens. The Pickwick Fapers. New York: Washington Square
Press, Inc. SWPW #1002, (90¢) T'rack A, This novel is not
availablc in an incxpensive abridged edition Track A

\\ -.

NOTE:
The teacher should probably select two or three of the above novels for

use as core texts. All students should read Lazarillo, The choice of

the other text(s) should be guided by the student’s reading ability.
Above you will find suggested levels on.which each of the tests may most

profitably be used.
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T. General Introduction to the Materials in this Unit:

This packet contains statements of objectives for the unit; a brief biblio-
graphy of works on the journey novel and on the individual works_s coverec} by
this unit; & list of novels for supplementary reading; background information
and critical suggestions designed to aid the teachers; and suggested composi-
tion topics,

The student packet consists of some materials which will prepare the
student for an intelligent reading of the journey novel and especially for an
understanding of how the journey is often used as a device by which an autghor
strings together a series of events all of which satirize gsociety. The student
packet also includes study and discussion questions on each of the core texts
together with related language studies.

II.Objectives:

1. To present a selected group of journey novels that entertain the reader,
reveal to him the follies and vices of particular societies and the nersistent

problems of human behavior,and imply ideal social patterns.

2. To provide students with those techniques that are necessary for handling
the problems peculiar to journey novels.

3. To providé a meaningful basis for composition,
III. Bibliography:
A, Critical Works
Alter, Robert. Rogue'!s Progress: Studies in the Picaresque Novel,
Cambridge, Mass., 1964. The best work available on the picaresque

novel; defines the picaro and outlines the history of the picaresque;
contains particularly good essays on Lazarillo and Gil Blas.

Battestin, Martin., "Introduction' to Joseph Andrews. Boston, 1961,
Available in paperback (Riverside, B62). Llreats Joseph Andrews
as a picaresque novel and provides some help in making generaliza-
tions about the picaresque.

Chandler, F. W, The Literature of Roguery. 2 vols. Boston and New York,
1907, Traces the history of the picaresque novel.

Flores, A, and M, J. Bernadete, eds. Cervantes Across the Centuries.
New York, 1947. A collection of essays that center tor the most part
on Don uixote. All the schools of interpretation are represented here.

Lewis, R, W, B, The Picaresque Saint. Philadelphia, 1959. Mr. Lewis
wants to say that any novel which has a quasi-criminal hero is a
picaresque novel. A provocative work that needs to be read cautiously.

Mandel, Oscar, '"The Function of the Norm in Don {uixote, ' Modern Philolog ’
LV (February, 1958), 154-163, -

Miller, J. Hillis, Charles Dickens: The World of His Novels. .Cambridge,
Mass, 1958, “A helpful essay on Pickwick Papers.
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Riley, E, E, Cervantes' Theory of the Novel. Oxford, 1962. A very helpful
book, for it outlines GCervantes® attitude toward the epic and the
romance and how Cervantes combined these two forms with the
picareasque. One section entitied "Literature and Life in Don Quixote"
ig particularly significant. -

Van Ghent, Dorothy. The English Novel: Form and Function. New York, 1953,
1961, Available in paperback (Harper TBT050). Contains an essay

on Don Quixote that argues a different interpretation than the one
presented in this packet.

NOTE: There is almost no material on T. H., White. What there is is
in the form of reviews and of biographical sketches. If one needs
help with his Sword in the Stone, consult a guide to periodical litera-
ture, especially for the years 1938-39 and 1962-64,

B. Supplementary Student Reading,

John Bunyan, Pilgrim's Progress (Difficult)

Samuel Clemens. _é Connecticut Yankee in King Arithur's Court

Huckleberry Finn

John Buchan., Prester John i
1

Innocents Abroad

Life onthe Mississippi

Tom Sawyer

Daniel Defoe. Robinson Crusoe

Charles Dickens. Great Expectations (Difficult)

Oliver Twist

Grimm Brothers, Fairy Tales

Victor Hugo. Les Miserables (Difficult; should use abridged edition)

Jack London. Call of the Wild

Edison Marshall. Benjamin Blake

Robert Louis Stevenson. Travels of a Donkey

Treasure Island

J. D. Wyss. Swiss Family Robinson.
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Sundry Notes:

1. No vocabulary lists have been included in either the students' or the
teacher's packet, The teacher who is the best judge of the student's reading
ability should probably provide for the students some kind of vocabulary aids
suited to their reading level before they begin doing a reading assignment,
However, since the meaning of a word depends on its context, one should
avoid setting up vocabulary "drills. "

2. No detailed procedures or methods have been included in this packet
because it has been written with the assumption that the individual teacher
knows how bestto present the material,

3. The commentaries on the individual novels are not to be regarded as the
only interpretations of these novels. They have, however, been written in
order to show how these novels fit into the classification of journey novels and
in order to lay out the way in which authors have used the principles of
orgauization peculiar to the journey novel,

4, Because journey novels often center on the lower classes, the seamier
side of life is often portrayedin journey novels, Hence, problems of decorum
and tagte may arise. Neither general nor detailed procedures are provided
for handling such problems because the handling of these problems will
necessarily vary accordiug to the community, the students, and the feelings
of the teacher,

IV Articulation:

This unit has as its primary purpose to present to the student those
techniques by which he can intelligently read and interpret novels in which
the hero goes on a journey. The unit concerns itself with two basic problems:
the kinds of heroes that undertake journeys and the significance of their
journeys. The first problem is especially important, for some of the heroes
that the students will encounter do not appear in the least heroic, Neverthe-
less, since the unheroic hero has appeared in countless literary works, it is
necessary that the students develop an understanding of the purposes for which
an author may create such a hero, The second problem concerns the relation-
ship of the journey-novel hero to his journey. The question that this problem
raises is why the author chooses to send his unheroic hero on a journey.
Hopefully, the students will perceive that the journeys are not mere adven-
ture stories, but that they function as a device which enables the author to
comment on significant moral and social issues.

This unit is designed so that the students gradually discover why an
author may use an unheroic hero and why he sends him on a journey. The
concept of the journeying, unhercic hero, or the picaro, as developed by
means of a comparison-contrast method ; for this purpose a summary of the
Odyssey, a biblical selection, a selection from Morte D'Arthur, and two
fairy tales have been included in the student packet together with study and
discussion questions,

V. Characteristics of the Journey Novel:

A, Its Hero and its Form

Although definitions or descriptions of types of novels are notoriously
inadequate, it will prove helpful, nevertheless, if students can recognize
the characteristics of the '"picaresque' novel or the journey novel, especially
those that distinguish it from other kinds of novels and other genres such




as the epic and the romance. One should, however, avoid setting up a
definition of an ideal journey novel and applying it mechanically to the novels
which the students read, for the journey novel has been and is a living, shift-
ing, and combining form. Rather than striving for a neat definition, cre should
perhaps start with a working definition and interpret that definition against

the background of the development of the journey novel. The most important
consideration in this unit is not the precision of the definition, but previding
the student with a set of techniques by which he can learn to handle a
particular kind of novel,

It would, therefore, probably be advisable not to confuse the students
with an attempt at defining the journey novel or even with a general descrip-
tion of the journey hero., The characterization of the journey novel that
follows, then, constitutes not a source for a lecture, but an outline of those
principles which organize this unit and should be regarded as background
information for the teacher which will aid in the handling of the introductory
materials in the student packet.

Since the journey novel rgs its historical source in the picaresque
novel, perhaps it would be advantageous to begin with a description of the
picaresque, Moreover, since the picaresque shares certain characteristics
with the epic, a discussion of the picaresque might well begin by comparing
and contrasting it with the epic. The writers of epics and picaresque novels
generally arrange theirpictsaround a journey which may be geographical,
allegorical, or both, The resultant plot usually falls into distinct episodes
which are unified by character or theme. Moreover, a picaresque novel,
Don Quixote for instance, may employ occasionally the high style of the
epic. JYinally, both the picaresque and the epic may be read allegorically,
for the journeys of either are more than mere adventure stories,

The epic and the picaresque novel, however, differ in the kinds of
heroes they exhibit. The epic hero usually represents the ideal and noble
man emulated by a particular society or age, and the hardships and
obstacles that the epic hero encounters on his journey usually force the
hero to develop those qualities that are necessary for his founding or
defending a particular social order. The hero of the picaresque novel, the
picaro or rogue, however, is an apparent inversion of the epic hero, an
anti-hero. Unlike the epic hero, the picaro usually does not practice the
same kind of self-restraint and justice as does the epic hero, nor does
the picaro learn to practice these virutes.

Unlike the epic hero, the picaro usually has no sense of social justice.
The epic hero may punish others and even kill them, but he punishes or kills
because he obeys his reason, not his passions. It is necessary and just, for
instance, that Odysseus kill the suitors of Pene lope in order to restore
order and peace in his household and his homeland and to fulfill both his own
and his society's destiny. The picaro, however, has little sense of social
order or of personal or social destiny., If he practices the virtue of justice
his justice is of a personal sort. Although the picaro's justice may be poetic
justice, it often borders on revenge, Because the picaro has no sense of social
justice or of providence, he does not consider the moral and social implica-
tions of his actions; his only consideration is that he preserve his life. Indeed,
the picaro has a practical or pragmatic, rather than a moral, vision, Usually,
the picaro because of his practicality does not envision an ideal society, but
rather, he accepts the status quo and its conveutions and, in order to gain
livelihood, manipulates those conventions to his own ends, The picaro, then,
usually lives by his wits, not according to some ethical system, and
consequently the kind of justice he may practice is personal :and Tregmatic,




Although the picarc does not practice justice of the same sort as does
the epic hero, he does hold te the virtue of temperance, but in a different
way than does the epic hero, The epic hero usually learns that he cannot
indulge in satisfying his passions or desires if he is to fulfill his destiny.
Aeneas, for instance, cannot remain in Carthage with Dido and still fulfill
the destiny ordained by the Fates, Again, Odysseus does not thawart his des-
tiny or fate by eating lotus; he cannot if he is to reach Ithaca and restore peace
there., The picaro, on the other hand, does not practice such obvious re-
straint, but neither does he allow his passions full sway over his reason. Al-
though the picaro usually is struggling to survive physically and often has to
forgo moral punctiliousness if he is to survive, deadly sins are alien to his
nature, Because of his practical nature and because of his concern with merely
surviving, the picaresque hero is incapable of thinking or rising to a new social
position and does not become envious; because he contentedl!y accepts his servant-
role and because of the humbleness of his station, he does not become proud; and,
since his practical imagination limits his aspirations to providing for his sur-
vival, he never becomes greedy or avaricious; his end is survival, not the
accumulation of wealth. Because he lives by his wits, he does not indulge in sen-
suality even if he could, The self-restraint of the picaro, however, differs from
that of the epic hero, for whereas that of the epic hero derives from a sense
of duty to his society and to his gods, the picaro's derives from a sense of duty
not to society or to the gods, but to his own survival,

Although the picaro does ncot practice the same kinds of virtues as does
the epic hero, one must distinguish the picaro from ordinary vagabonds,
shysters, and criminals. The picaro, unlike the epic hero, is an outcast
from, not a leader of, society, but he is a unique kind of outcast--not a
leper cast out because he is a menace but the outcast who has been thrown
out because other men have extended to him no concern or charity, If he is a
trickster, he is one only because others have denied his natural right to
preserve his being. Thus, the picaro is an inversion of the epic hero, but he
lacks moral courage and is ignorant of social justice not because his will
is corrupt, but because society has forced him cutside its structure.

Generally, the picaro differs from the epic hero and even from such
rogues as Moll in Moll Flanders because he remains static throughout the
novel. The picaro's character does not develop. The author of an ideal
picaresque does not, as do the writer of most novels or even epics, por-
tray a character who grows or declines morally, Moreover, the author of
a picaresque does not reveal the inner life or the psychological complexity
of his hero. Although the picaro may undergo an initiation into experience
at the beginning of the novel and although he may leara, he does not change
for better or for worse,

The picaro, then, represents a character alienated from society not
because of his acts but because of society's neglect of him or its actions
toward him. He often engages in petty crime, usually theft, in order
to survive, but his will is not corrupted. He lacks a sense of duty to any-
thing outside himself, becomes an outcast of society, and does not even
imagine an ideal society, let alone strive to establish one.

The author of the picaresque creates a picaro as we have described
hir for several reasons. He does not create a complex character of high
social standing because the picaro is not the novel's center of attention; its
center of attention is the structure of society, All the characters in the
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picaresque--not only the hero--are type characters, not psychologically
"real" ones, and they generally represent various classes, social strata, and
professions. The status of the picaro, however, unlike that of the other
characters, is ambiguous, for, while he nominally belongs to society and
usually functions as a servant, he is actually outside of society and in-
dependent. Not only does his practical imagination prevent him from
becoming an integral part of society, but his acceptance of his position

of nominal servitude frees him from many of the ordinary obligations to
society. The picaro, while a servant, is also independent roaster, There
are aesthetic reasons for such a character. Because the picaro exists
outside society he maintains a distance from society, He tends to become

a cynic. His author can look "objectively" through his eyes and perceive

and expose socia! foibles and vices--not, of course, onl because of the
distance the picaro maintains and his consequent objectivity but also

because the characters he encounters are types or regresentative characters,

If the author of a picaresque novel is the exposer of the faults of the
members of society and the picaro is not the center of his attention, neither
is his action. The plot may seem to lack artistic merit because it is
episodic. But, the action is episodic because the author is not interested
in showing how a certain course of action changes the hero and is not inter-
ested in showing how the hero influences the action. The episodic structure
is essentially a satiric device which allows the author to manipulate his
picaro so that he encounters one by one the representatives of most of the
sundry classes and professions which make up his world and encounters
them in such a way as to expose satirically their liabilities to moral failure,
For instance, an author might have his picaro encounter a clergyman who
bilks his people and the picaro as well to show that a man who should
practice charity is a hypocrite or to imply that the clergy should reform
itself,

Although these characteristics are usually associated with the picares-
que novel, there is probably no one novel that possesses all of them,
Lazarillo de Tormes, the first of the picaresque novels, and Dickens'
Pickwick Papers probably approximate more nearly this conception of the
picarcsque novel than any other novels in this unit, This fact is due, at least
in part, to artistic problems inherent in this form. The most persistent one
is that because the picaro remains essentially static there is no comvincing or
logical end to the novel. This problem is most readily solved by manipulating
the hero so that he either degenerates morally, finds for himself a place in
society without changing morally, or improves. both morally and socially,

It is not surprising, then, that authors of journey novels often combine
elements of the picaresque novels with those of the epic and romance. Both
the epic and the romance, like the picaresque, usually have society as their
focus and the effectiveness of all three forms depends on the relationship of
the hero to that society, either to its ideals or to its vices, The amalgama-
tion of elements from the epic and romance with the picaresque novel solves
the problem of the static hero, for almost inherent in the forms of the epic
and romance is the concept of the changing hero, Historically, Cervantes was
one of the first novelists to write what he called a prose epic, Don .Juixote,
Don Quixote, however, also employs elements characteristic of the
picaresque and the romance. Since Don wuixote, several novelists have used
the hybrid form conceived by Cervantes, Henry Fielding, for instance,
says that Joseph Andrews is "written in imitation of the manner of Cervantes,
author of Don Cuixote,' LeSage also casts Gil Blas into the form of an epic
although his hero is unheroic and roguish, White's Sword in the Stone also
belongs.to the tradition that had its inception in Don Quixote. Although Wart
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differs radically from Cervantes! hero, both his character and his journey
derive from the romance. The journey novel is distinguished from the
picaresque novel mainly by the handling of the hero,

The picaro, if Lazarillo de Tormes is taken as the archetypal picaro,
undergoes major changes. For instance, Dcw Cuixote is not alienated from
society by society, but by himself; he does so because, unlike Lazaro, he
does not have to concern himself perpetually with providing for his own
survival, Gil Blas also represcnts a major transformation of the picaro,
for Gil Blas changes morally, becomes an integral part of the civil govern-
ment, and loses the moral incorruptibility and the satiric distance that
characterizes the picaro., In The Sword in the Stone, the most radical
transformation of the picaro occurs, In this novel, the hero, like the
picaro, is strictly speaking outsidec society, but unlike the picaro or Don
Cuixote, he is an outcast from society not because society neglects him,
not because he has alienated himself, but because of his very goodness.

B. Satire and Humor in the Journey Novel:

One of the characteristics of the journey novel is its satirical purpose.
Students who have studied the materials prepared for elementary grades will
have encountered satire in their study of the fable, They will study bow satire
operates in Tale of Two Cities in the Historical Novel Hero unit, and, in the
ninth grade, they will study satire in detail, Since the students will need to
know about satire in order to read the journey novels and Tale of Two Cities,
it is necessary to remind them how satire works in iae fabic or in tales,
"Thumbling'" and "The Three Languages,' which are included in the student
packet, provide such an opportunity. These tales should explain the theory of -
satire. Since the students will later study the various forins of satire in
detail, this cxplanation can be simple and brief and limited to one kind of
satire,

Satire is a literary device by which an author exposes, perhaps
ridicules, wrong-headed attitudes and patterns of behavior, The satire in
journey novels is usually social and not directed at individuals. Usually the
author satirizes by comparing the attitudes and behavior of the characters
in his novel--who are usually sterecotypes of a social class or profession--
with ideal attitudes and patterns of behavior. The author's point is that the
discrepancy between the ideal and the actual should not exist and that the
actual should be reformed so that it conforms more closely to the ideal.
Satire in the journey novel, then, usually involves the stripping away of the
pretensions of the characteuxs.,

One must, however, continually guard against assuming that because the
author satirizes the attitudes or behavior of a particular class he is satirizing
everyone in that class. Moreover, one must be particularly cautious when an
author satirizes members of the religious establishment. Most of the authors
studied in this unit do not criticize the church because they wish it out of
existence; rather, they satirize those who pervert it for their own purposes.
The same holds true about satire of officials in the civil goverament,

Often social satirists appear to pick on only the lower classes--the
servants and functionaires of the civil and ecclesiastical governments, One
must, uwowever, beware of concluding that the satirist aims only at exposing
the faults of the lower classes because he o often attacks the lower classes and
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not the upper echelons of society., When he satirizes the lower classes he
is often implicitly satirizing the upper classes because, until the nineteenth
century at least, they were responsible for the administration of justice and
the moral life of the lower class, Hence, if the lower classes practice vice
and hypocrisy, the upper classes, the logic of satire goes, must be failing
to rule vice and hypocrisy.

Satire of any kind involves some kind of humor. In the picaresque novel,
the humor usually operates on two levels, Because the picaro or rogue hero
usually belongs to the servant class, one common kind of humor is slapstick,
the humor of amusing actions, The other kind of humor is more subtle and
sophisticated, Humor other than slapstick usually involves the comparison
of the status quo to a conception of an ideal gituation, Thus, in the journey
novel, much of the humor derives from the exposing of the discrepancy
between what is and what ought to be, The social satirist uses this kind of
humor to "laugh" his objects of satire into more acceptable patterns of action.
One must, then, constantly remember that the satirist's humor has a moral
purpose, In order to produce this morally-oriented humor, the satirist often
creates a fiction which appears to "oversimplify'" and "overgeneralize," For
instance, when the satirist exposes one kind of fictional civil servant, say a
judge, he often will appear to imply that all judges are c¢ zrupt, The implica-
tion gives his fiction force but it cannot be taken at face value; the satirist's
purpose is to expose corruption. One must not read a social satire as an
accurate and realistic description of a particular society.

Because the social satirist simplifies in order to set forth his moral
vision and because his characters generally represent an entire class, he
usually creates grotesques, characters that are absurd and psychologically
invalid according to realistic standards. This principle is of prime impor-
tancz in the social satire; it will be necessary to emphasize it so that students
understand how it works, for this principle is especially alien to our psycholog-
ically oriented society, One must generally avoid assigning or looking for
complicated motives in social satire, The author usually assigns his charac-
ters attitudes or motives, either morally bad or morally good, but usually the

former; moral ambiguities and problematic situations find little place in his
work,

Teaching Suggestion:

Columns by modern social satirists, e,g. Art Buchwald and Russell
Baker, might be used to demonstrate the principles of social satire, Car-
toons often employ social satire and might be used for the same purpose,
Cartoons are especially valuable for demonstrating the creation of ""grotes-
ques'" to make a satiric pcint. The cartoonist, in making a caricature,
exaggerates certain features in order to suggest character (Krushchev's scowl)
or personality (Eisenhower?s grin) just as does the social satiriast in sketching
a grotesque,

C. The Journey Novel Hero as a Play Thing of Fortune:

The authors of the picaresque novels often have their heroes refer to
themselves as victims of fortune, The concept of fortune and the allied concept
of providence are complicated and an understanding of them assumes at least
some acquaintance with theological thinking., It might be well, therefore, to
refrain from introducing students to these concepts in a lecture, Nevertheless,
students may find problems in the novel that can be solved only by their
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understanding these two concepts, The following outline of the basic
Western post-classical notions about providence and fortune should provide
the teacher with sufficient resources for handling such problems, but it
makes no pretension of being complete, For a detailed discussion of these
concepts Boethius' Consolation of Philosophy is the best source.

Providence is the notion that God controls the workings of the universe
and the course of history., God is omnipotent and omniscient; nothing is or
happens that lies outside his power or his knowledge, That all is in God's
power and knawledge does not imply that man lacks free will, Even though
God has perfect foreknowledge of a man's actions, He does not determine
man's actions for man is free to choose or refuse a particular course of
action, An analogy might clarify this idea: if I see someone rise from his
chair in this room and start for the door, I know with almost absolute cer-
tainty that he will walk out the door, Yet, I have not determined his action.
This analogy cannot be literally applied. My foreknowledge is based on .my
past experience and my experience is limited enough to allow for accidents
which would violate my foreknowledge, God's foreknowledge, on the other
hand, is perfect, If the person walking should, for instance, suffer a heart
attack before he reaches the door, my foreknowledge would be imperfect, but
God, according to this theory, would foreknow the heart attack.

A heart attack, for the authors of Lazarillo, Don Quixote, and perhaps
Gil Blas, would be regarded as an instance of fortunels operation, Fortume is
that concept which is used to describe those events which from man's point of
view apparently have no knowable cause and happen apparently at random
though they may happen as the result of the operation of material forces or as
the result of superrational revelation. Nevertheless, according to the
theorists, fortune is an instrument of Providence, for Providence can employ
means that transcend human reason, Events, then, that are described in
terms of fortune are always a result of Providence, Providence may use
these events for several reasons, but usually they are thought of as means for
testing virtuous and holy men, as in the Book of Job, in order to increase
their virtue and holiness and to remind them of the necessity of relying on
Providence rather than on wills, their own riches and goods, or as a means
by which Providence punishes vicious and wicked men. This punishment
is chastisement, for it functions as a means by which a wicked man may be
brought to his senses so that he may reform,

The good man, then, relies on God's Providence, conforms his will to
God's, and regards all events, whether they give or take away material goods,
position, or pleasure, as the result of God's Providence., Sir Gawaine, for
instance, in the selection from Malory in the student packet, attributes his
victory over the Saracen to Providence rather than to his own prowess in
battle. The fool of fortune, or the wicked man, on the other hand, would
ascribe such a victory to his own ability and regard the wealth or prestige
which it gave him as something given him for his pleasure. If he were defeated,
he would blame fortune, whereas Gawain if defeated would supposedly view it
as sign from God, perhaps 2s a reminder to him that his own strengthis allible,
The fool of fortune, then, does not recognize the relationship between fortume
and Providence. He thinks that fortune, not Providence, controls history, does
not see the Providence in fortune's gifts aud denials--that these are tests and
opportunities, and comes to believe that his own will is of no avail in situations
where he is not in material contro! -£ events. He does not see that one can wil
to see the providential meaning of an event, Therefore, he describes himself
as the victim or plaything of fortune, and refuses to see that fortuitous events
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bave their origin in Frovidence and are intended to instruct him about his
pride and failure to rely on God's will.

In the picaresque novel, the hero often comes to regard himself as a
pawn of fortune. The evidence of his experiences suggests that he is, for
he continually finds himself in situations irwlichrle suffers--perhaps comical-
ly--situations that apparently are rot given by the hand of Providence. The
picaro, however, usually finds himself in these situations hecause other men
have allied themselves to fortune rather than to Frovidence gnd heve become tooO
greedy and too commited to material goods. The picaro's vision of fortune
as in control has its source in the attitudes of the society to which he is
introduced. The author of a picaresque novel will often have his hero become
a fool for a time in order to criticize the general attitudes of a society. By
so doing, he points out how men rely on themselves rather than on God, even
though they may claim to rely on God's will, The author of Lazarillo does
this in the speeches of Lazaro when the "angelic" tinker visits the priest's
house, Moreover, the author of the picaresque often uses the concepts of
Providence and fortune to explain the corruption within a society. For in-
stance, Gil Blas and his associates, in those episodes when he is employed by
the Duke of Lerma, are fools of fortune; that is, they have committed them-
selves to their own selfish interests without any regard for what they can.do
for other men or for God with their wealth.-without any regard for the
Providence in their good fortune. They fail to perceive that their power is
from God and is to be used in order to carry out his will, which in social
terms, means the administration of justice and the practicing of charity.
Fortune, however, deals with them as it does with all men who commit
themselves to fortune--eventually they are struck down from their high
positions. Their fall represents Providence's use of fortune in order to right
undesirable circumstances.

In Don Quixote, Providence and fortune are referred to often, Don
Quixote is a fool of fortune from the moment he sets out, although he claims
to be a cervant of Providence and indeed one time even says he is "in His
service.' In spite of his protestations to the contrary, Dcn Quixote has firmiy
committed himself to fortune, which is symbolized in his Dulcinea. He con-
tinually calls upon her to strengthen his sword arm, and if he does not ascribe
his '"victories'' to himself, he ascribes them to Dulcinea, Never does he.ac-
count for his "victories' by referring to God. If he did, of course, Cervantes
would upset the framework and frustrate one of his purposes, for one.of the
moral points of Don Quixote is that the fool of fortune destroys what justice
there is and is a disruptor of the peace. Don Quixote's drubbings and mis-
fortunes, especially in the first part, are indeed an act of fortune, but they
zre an act of fortune in the cuntrol of providence, for they are intended.to in-
struct him that he shouid return home. Sancho perceives that this is the pur-
pose of these misfortunes, although he does not offer a sophisticated defense
of his perception. Don Quixote probably should recognize the purpose behind
his misfortunes and return home in order to fulfill his respounsibilities,
Sancho, however, also becomes a fool of fortune, for he believes that Don
Quixote will make good his promise of a governorship, He disregarda.the les-
son of the drubbings, bull-headedly persists in his illusion, and neglects his
rightful role in society. Finally, when the promise is fulfilled, suffering
teaches Sancho how he should behave.

Teaching Suggestion:

If students should wonder about the continual references to .fortune and
Providence, one should not dismiss their curiosity as unwarranted, Rather
one should aid them in understanding these concepts. However, one probably
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should not indulge in abstract theory, for there are other ways of explaining
these concepts that are more comprehensible, One might, for instance, use
Luke 12: 24-30 ("Consider the lilies'") in order to teach the concept of
Providence, The story of Job is a good example of the way Providence uses
fortune as a meang for testing the virtuous man, and the parable of the
prodigal son would serve as an example of the way in which Providence uses
fortune (fomine, in this case) to instruct the wicked man about how he
should conduct himself,

VI Suggestions for Handling the Introductory Materials:

The study questions in the student packei are so designed that the stu -
dents themselves should be able to discover how the journey novel is related to
the epic, the romance, and parables with a journey motif. In their reading and
discussion of the summary of Ouysseus, the students should learn that
Odysseus' character and particularly the heroic virtues he displays in the
episodes with the Sirens (temperance), Cyclops (courage), and the suitors
(justice) are closely related to his journey. Moreover, the students should
find that the imaginary creatures like the Lotus-eaters and Cyclops are not
intended as representations of "'reality" but as devices by which the author
manifests Odysseus' virtue, Finally, the students should sce that the journey
is not perely adventure, although it is that, but that it represents the making of
a hero,

The episode from Le Morte d'Arthur, together with the prefatory mater-
ials, is included in the student packet for two reasons: it introduces the stu-
dents not only to an antecedent of the journey novel and to a particular kind of
journey hero but also to concepts necessary for an intelligent reading of Don
Q uixote and Sword in the Stone., Iitially, however, the episode should be
used to illustrate how the knighi-errant functions as a journey hero. The
students should, after reading the selections from John of Salisbury, see that
Arthur and his men journey about Europe in order to rid it of the Saracens
(Moslems), for the Moslems are enemies of the faith to which the knight.
errant has sworn his allegiance. The particular episode presented to the stu.
dents illustrates how the good knight fulfills his vow to his God and his.king and
how he, like Odysseus, practices heroic virtue.

The parable of the Prodigal Son introduces the students to a hero more
like the picaro than like Odysseus or the knight-errant, This parable is ine
cluded not because of its theological significance for Christians but because of
its use of a journey as an organizational principle, The prodigal son repre-
sents the antithesis of the epic hero, He exhibits no kind of virtue, only dis-
coantent and pride. His journey, however, represents an initiation into the
world and a learning experience by which he learns the necessity of the virtue
of humility. Since the journey novel belongs to literature of experience and
learning, this parable is particularly useful for teaching students how an author
uses the journey as a means of educating his hero.

The students may want to dismiss the two fairy tales in the student packet
as frivolous and unworthy of serious attention, However, these two tales are
not 2uly artistically sound but also are particularly instructive for the purposes
of this unit, since both of them are picaresque novels in miniature. "Thumb-
ling" should lead the student to see how society and nature victimize those who
are innocent and defenseless. This story provides an especially good opportun-
ity to emphasize that the center of attention iu the journey novel is often the
vices and abuses in society rather than the hero or the plot. Moreover, this
story, like the usual journey novel, has an episodic structure which is unified
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by the journey motif and by the satire which exposes the faults of the adult
world, "Three lLanguages,' like '"Thumbling,'" is essentially a picaresque
story, but it differs in that the characters whom the hero encounters repre-
sent more exactly different classes of society. The plot follows the familiar
pattern of alienation from home and the eventual creation of 2 new and better
one, While on his three journeys the youth learns the languages of the dogs,
birds, and frogs. These animals function as emblems for the classes in the
traditional social hierarchy: nobility, clergy and commoners. By having the
youth learn from animals the author suggests that the youth has learned from
nature what arc the roles of each of the three classes, Because he has learn-
ed what the role of each chss is, the youth is able to handle the follies and
abuses of each class, particularly the nobilityand the clergy. This story pro-
vides, then, a good opportunity for the students to learn how the author of a
journey novel satirizes society. For instance, the clergyman are satirized
because they engage in magic when they choose their spiritual leader; the
nobles are satirized because they do not rid society of a very real menace.

}
When th~se materials have been read and discussed, the students should
use the discussion questions at the end of this section in order to formulate
the general characteristics of the journey novel and its hero. If the students
are reminded that the fairytales are similar to the picaresque novel and that
novelists have combined the picaresque with the epic and romance, they should
be able to suggest the various ways in which an author may -exploit the
thematic possibilities of the form of picaresque and journey novels,

Suggested Composition Topics: Introductory Materials

Note: The composition suggestions in this packet are only su%lgestions. They
are not to be regarded as sacrosanct., They may be used as they stand,
changed, »>r ignored. How they are used should be determined by the ability
of the students, Only a few suggestions for creative composition have been
included, for such assignments must be more carefully designed for individu-
al students than expository ones., Whatever kind of assignrnent is given, it
should have its basis in class discussion but should allow the student to
expiore imaginatively the nraterial at hand. I'he purpose of these assignments
is to provide the students v th a meaningful basis for composition, whether
that composition is expository-or creative,

Introductory Materials:

1, Write a short fiction which is organized around a journey, has a hero like
Thumbling, and satirizes society or some aspect of it, These compositions
then could be read aloud in class and the students could try to determine if the
author used the principles of the journey novel and how they are used.

2, Compare and contrast Odysseus, the prodigal son, or Sir Gawain with
Thumbling or the youth in "Three Languzges,' Pay particular attention to the |
heroes' relationship to their journeys,

3. Compare the significance of the prodigal son's journey with that of the
~ youth in "Three Languages"; or the journey of Odysseus with that of
Thumbling.

©
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VII Critical Essays and Composition Suggestions

A. Lazarillo de Tormes:

lazarillo de Tormes is a particularly instructive novel for the purposes
of this unit, for it represents perhaps the purest picaresque novel in all
Western literature. Lazarillo was published in 1554 and it bequeathed to
literary history a form that has lived on in novels such as Don Quixote, Gil
Blas, Joseph Andrews and Pickwick Papers, Lazarillo, however, is included
In this unit not only because of its historical significance but also because of
its artistic integrity.

The teacher will probably have little difficulty in generating interest in
Lazarillo's escapades, for the comic scenes should delight junior high stu-
dents. Moreover, students will probably enjoy the author's exposé of the
sham and hypocrisy of Spanish society during its Golden Age, There is more
to the rovel; however, than good fun, for it rests upon the author's agssumption
of certain background information and concepts which, if provided to the
students in palatable form, will enhance for them the significance of this novel.

Part of the impetus for the writing of Lazarillo lay in the economic con-
ditions that prevailed in the Spain of the Golden Age. In the yearsimmediately
before and after the publication of this novel,Spain commanded the mightiest
military power in Europe., The discovery and conquest of sections of the New
World and the subsequent exploitation of them had scnt wealth flowing inte
Spain at 2 phenomenal rate. Spain then was both powe rful and wealthy, but
Spain represented a gigantic parasite,and its power was sustained by in-
stitutions shot through with corruption. Spain's formerly sound economic
foundation had slowly eroded cver since 1492, when the Jews and Moors
were expelled. Although this expulsion was done in the name of Christianity,
it brought disastrous economic effects, for Spain had drained itself of much
of its most productive manpower. Consequently, the productivity of both its
agriculture and its domestic industries dropped comsiderably,

The discovery of gold also exerted, paradoxically, ~n evil influence on
the Spanish economy. Although the discovery of gold in America provided an
apparently inexhaustible source of income for the noble class, it also led
them to purchase luxury items from France rather than less desirable Spanish
products. Because the wealthy could obtain their desired products from
France, they failed to stimulate domestic industry. Moreover, because of
the new wealth and because of the drop in agricultural ouiput, Spain, which
had once been the bread basket of Western Europe, began to import wheat.
Spain's golden blessing, then, became a curse. The new wealth allowed the
nobles t» forseke their responsgibility for diligeutly administering Spain's
economy and society and to turn instead to attempting to increase the glory of
Christianity, of Spain, and of themselves by fighting wars cn the continent, by
seeking gold in America, or by competing for the most profitable posts in the
government, Deprived of economic stimulus, plagued by unemployment, and
neglected by the upper class, the lower class faced starvation because of the
high price of bread and consequently turned to begging and roguery., The whole
society of Spain's Golden age, then, was parasitic; the noble class lived off
American gold and foreign industrial and agricultural productivity,and-the lower
classes, in turn, iived off the noble classes. Because of these economic con-
ditions, Spain, in spite of its apparent might and especially its sea power and
in spite of its many dependencies abroad,was in imminent danger of degener-
ating into a second-class nation.
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These economic and social conditions account for the constant threat
of starvation that plagues Lazarillo's life, and they explain why he and the
other characters in the novel are parasites of society and engage in beggary
and roguery. The author of Lazarillo, however, does not ccntent himself
with merely representing realistically the social and economic plight of the
lower classes, Indeed, the realism in Lazarillo isafictional rather than an
accurate realism. It is not the realism of the historian but of an author who
clearly tiecs his devastating satire to very real conditions that have their
source in undesirable attitudes and principles of human behavior,

The author of Lazarillo directs his satire against the lower class, which
has turned to beggary and roguery, and against functionaires of the church
and state, e.g., the pardoner, the constable, and the squire. This satire is
obvious and easily perceived, The author, however, by satirizing the lesser
officials of the ecclesiastical and civil governments, also satirizes those in
the governmental hierarchies who are responsible for policing and controlling
those lesser officials. The satire finds its basis in a conservative, tradition-
al conception of the structure of society based upon the responsibilities of the
various classes, The basic metaphor is the pyramid. Each level is respon-
sible for that immediately beneath it and to that immediately above it. The
parish priest, for instance, is responsible for the souls of his parishioners;
the bishop is responsible for his priests as well as the parishioners, The
same relationships exist in the civil hierarchy, except that the responsibility
is for physical rather than spiritual well-being, Thus, when the author of
Lazarillo satirizes the priest or the pardoner, he is also satirizing the
bishops and the archbishops; when he satirizes the constable or the squire,
he is satirizing those in the higher echeclons of civil power and responsibility
as well, One must remember, however, that the author is not criticizing the
philosophy that undergirds the structure of either the civil or ecclesiastical
governments, Rather, he criticizes the misuse of the power that those in
either government possess, for he assumes that with power comes the
respongibility to exercise it for the common good.

This ideal is implied throughout the novel, but particularly in the uses
of biblical and theological concepts. The name Lazariilo or Lazaro, for
instance, comes from the biblical parable about Lazarus and Dives. Although
this parable has often been interpreted as an exemplum about the Christian
belief in after-life and in eternal rewards and punishments, it also has
significant sccial implications. Indeed, one could say that Lazarillo
represents an extended application of this parable to Spanish society. Dives
parallels the wealthy noble classes who have abdicated their responsibility to
the starving lower classes, and Lazarus' plight parallels that of the lower
class, These parallels, however, do not exhaust the significance that this
parable has for the novel, for the author of lLazarillo could assume that his
readers, most of whom must have been noblemen and clergymen, were
acquainted with the ernid of the parable and particularly with Dives' eternal
punishment, Since the author assumes this acquaintance, he is implying not
only that the upper classes should conduct themselves differently but also that
the upper classes will be held responsible for their neglect of and the con-
dition of the lower classes,

‘The author exposes the extreme poverty and hardships of the lower
classes that result from the civil maladministration and the spiritual poverty
of the same class that results from the neglect of the lords spiritual. Both
the clergy and the aoble class have inverted the traditional scale of values
and sought to fulfill their own wills rather than God's, This inversion is
reflected in the attitudes of the lower class, When, for instance, the blind

g
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beggar claps Lazaro's head against the statue, he introduces Lazaro to a
harsh, cynical, and ndegacramentalized" world, The upside~-down nature of
this world is clearly indicated in the ironical references to the sacraments.
The blind man, for instance, baptizes Lazaro with wine and says that it
engendered life in him several times, but the life it gives is not the Christian
life. Later, when with the priest, Lazaro looks at the bread and says that he
sees "the face of God in the form of loaves of bread.'" This bread, however,
is not the sacramental bread transformed during the elevation of the host nor
the "bread of life" that St. John speaks of. Instead, this bread hae been trans-
formed into a god not by miraculous power but by necessity, Later, Lazaro
indicates how he worships this very real, unsacramental bread when he says
that he looks at the bread and does not touch it in spite of his hunger because

of his awe.

Lazaro's attitude toward Providence is another instance of the desacra-
mentalized, materialistic, hypocritical world which he has encountered.
Although Lazaro continually talks about Providence, there is for him no
Providence. Life has so overwhelmed him that he has found belief in Provi-
dence impossible and has therefore substituted for that belief reliance on his
own wits and physical prowess, This is illustrated most clearly in the incident
of the tinker who provides Lazaro with a key to the food chest, lLazaro refers
to the tinker as an "angel" and as an "angelic tinker''; but in the same breath
Lazaro says that the tinker "happened" to call, or, in other words, called 'by
chance." At the same time, Lazaro claims that he is inspired by the Holy
Spirit when he asked the tinker for a key although he knows full well that he has
not been so inspired and has instead employed his wits in order to bilk the
priest of bread, Lazaro, however, does not let such contradictions bother '
him, for his experiences have taught him to do as others do and veil his
actions with pious words. He has found that it pays to defend immoral and
questionable actions by misapplying Christian theology.

Lazaro's misapplication of Christian theory, however, does not derive
from a inherently corrupt will, Rather, he has been taught and is continuously
taught by masters of hypocrisy. The beggar is a hermit who lives by exploit-
ing religion; he is a religious highwayman who veils his bilking of the common
people and his cynical attitudes toward life with a sanctimonious face and
sham piety. The priest is more interested in the offertory than in the sacra-
ment of Holy Communion; he administers the last rites only in order to fill
his belly at the ‘vake, He starves Lazaro while mouthing words about the
virtue of temperance and then proceeds to eat like a glutton, Lazaro's first
two masters, then, masquerade as holy men, The blind beggar plays upon
the ignorance and credulousness of the people; the priest perverts his holy
office for his own ends.

Lazaro's next master, the squire, introduces him to hypocrisy that
prevails in civil government, The squire tells Lazaro thai he is from Castile,
This information is included by the author because it tells the reader familiar
with Spain that the squire comes from a section of the country that wos literally
plagued with nobles and those who wisled tote nobles, The nobility in Castile
during the 15th century had risen to their greatest glory and had succeeded to a
large degree in undermining royal power. Moreoever, the Castilian nobility
had gained controi of the most profitable governmental posts and of the most
powerful and enriching positions in Spain's colunies. The squire, then,
represents the worst of Spain's nobles, for not only did the nobles pervert
their governmental offices but also they had rebelled against legitimately
established civil power. The author of Lazarillo however is satirizing not
only those segments of society represented by the various characters in the
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novel but also those who are responsible for allowing corruption and ex-
ploitation to exist., For instance, as we have noted, the priest in the novel
is certainly a corrupt one. He is for instance, more interested in the offer-
tory than in the sacrament of the Eucharist. The priest, then, deserves to /
have his vices exposecd, and the satire in this section devastatingly points out
the materialistic values of the people's spiritual guardian. The satire, how- 1
ever, does not stop with the priest, but by implication at least, the author
is satirizing the priest's superiors, the men who allow the practices of the g
priest. For instance, the author may have in mind those church adminis- |
trators who allow a man to become a priest by paying a sum of money rather ‘
than by studying., The priest, then, represents not only the kind of hypocrisy ;
and corruption which may have prevailed on the parish level but also the kind
that could have pervaded the entire hierarchy of the church in Spain. The
point of the section about the priest is that corruption in the upper echelons of g
the clergy is responsible for corruption in the parishes. !

The squire is not a "high-class" but a "low-class' nobleman. His
description of his holdings, which he presents in the most ‘favorable light,
indicates that he is worth little, that he is a hildago or (a poor nobleman) who
lives in genteel poverty at best, Nevertheless, he is proud of being a noble-
man given to idleness because he considers work undignified. In his pride
and sloth, then, the squire attempts to maintain his dignity, even though his ¢
manner of life results in the greatest poverty, His clothes mark him as a
man of quality and his bearing as a noble--noble only in appearance. He is
the picture of the most parasitic of all the Spanish social classes, for his
class serves no political purposes and continues to subsist only because of
inherited prestige and wealth. The squire, in short, represents a useless
appendage of Spanish society that should be amputated.

In the episode with the pardoner and the constable, Lazaro witnesses
clerical corruption in collaboration with civil corruption, The pardoner sells
indulgences, Indulgences were not, however, merchandise. Indulgences
represented the Roman church's power to remit either all or some of the
punishment due to sins. But this remission of sin could not be obtained by
mere monetary payment; it required hearty and true sorrow for one's sin,
not because of fear of punishment but because that sin had offended God. In
other words, the effectiveness of the indulgence depended upon one's being
truly and completely penitent. The episode about the pardoner and the con-
stable, then, satirizes the way in which functionaires of both governments
were allowed by their superiors, or even hired by them, to pervert for their
own advantage a tradition that had been established to encourage the nurturing
of souls and to promote penitence for sin. Indeed, the people themselves are
satirized for mistaking pretended magic for a miracle, but the greater satire
is aimed at those who allow and foster this decption of the people and, from
the author's point of view, the deliberate and ultimate damnation of their souls,

In the last two scenes of this novel we find that Lazaro has learned how
to get along in his corrupt society, In the first of the last two chapters, he
sells water for a chaplain, lLazaro here participates in the corruption of the
ecclesiastical establishment, but not in the worst kind, which the pardoner
represents. Lazaro tells us that this is his first step toward good living, But
he begins his ascent up the '"ladder of good living' by working for a chaplain
who is the spiritual adviser of the bishop and who simultaneously engages in
a capitalistic enterprise unbecoming his role as a bishop's spiritual adviser.
Lazaro has become a respectable parasite, In the last chapter, Lazaro be-
comes a town crizcr, but this is a governmental position and allows him to
participate in civil corruption--so much so, in fact, that he receives a
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percentage of the wine seller's profits, Lazaro alsc has learned how to be

a hypocrite, for he pretends that his wife is a virtuous woman in spite of the
rather obvious hints that she is the archbishop's mistress. He has, in short,
become a full-fledged member of society, and in doing so he has lost that
distance from society that allows him to perceive its faults and the follies and
vices of its members,

Lazarillo de Tormes: Composition Topics

1. Someone has said that '"Lazarillo de Tormes is a real story about a real
Spanish boy.'" Defend or attack this idea. Support your argument with de-
tails from the novel.

2. One of the objections that readers often raise is that the author of
lLazarillo attacks only the poor people. Write an essay in which you either
sustain this objection or show that the author is by implication satirizing the
upper classes as well, Pay particular attention to the parallels between
Lazarillo de Tormes and the parab.e about Dives and Lazarus,

3. "Thumbling" and Lazarillo are alike in many respects. Show how Thumb-
ling and Lazaro are alike, especially in the way society treats. them.

4, A critic has said that the basic situation in the picaresque novel is that
the hero is alone in the world. Does this statement apply to Lazarillo?

5. Lazaro is an ambigious character who is neither wholly bad nor wholly
good. Describe J.azaro in such a way that you account for both his good and
evil tendencies.

6. One of the characteristics of the picaresque novel is its episodic plot.
Write an essay in which you show why the author uses such a plot or what
the author is able to do by constructing such a plot.

B. Don Quixocte:

Don Cuixote finds its place in this unit not only because of its significance
for literary history but also because of its use of the journey as an organiza-
tional principle. Reading Don {luixote may appear a formidable task to assign
junicrhigh students, and it would be if an unabridged edition were used. The
recommended edition, however, is excellently abridged and the translation
is highly readable. Morecever, if the reading assignments are kept reason-
able and are not so burdensome that the student will neglect the study questions,
the student should be able to read this novel intelligently and the teacher's ’,
direction will lead him to discover more fully the ""meaning" of the novel. Per-
haps one should be satisifed with having students read only parts rather than
the whole of the novel. Therefore, it might be well to plan on reading only
the first part (to p. 204). One might discover, however, that after the stu-
dents have overcome their initial fear of reading from a four hundred page
volume they will find that Don {iuixote merits reading and their serious
attention and effort and will want to read Part 11,

One of the difficulties in teaching any novel written prior to the
twentieth century is that one has to instruct the students about the beliefs
and attitudes of a particular age., Don Cuixote is particularly difficult for
the modern reader because Cervantes assumes that his reader is acquainted
with both the ideals of chivalry and books about chivalry. Moreover, all the
characters he creates have very real counterparts in his society. Therefore,
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it is essential that the teacher provide for the students the background materi-
al necessary for an intelligent reading of this novel. Much of the necessary
background material is provided for the students in the quotations from John

of Salisbury and in their study questions. However, since the teacher might
find it helpful to have the material organized and since the teacher may wish

to present it to students in the form of short lectures, the essay on Don

Quixote is iacluded in this packet. However, it is intended primarily for the
teacher; one should not lecture itundigested to the students. Moreover, one need
more than the essay which follows in order to teach Don Cuixote.

The chief problem in Don Quixote is the hero, Critics violently dis-
agree in their interpretations of him. Some think that he represents a kind
of analogy with Christ; some that he represents Cervante'’s conception of the
noble and ideal man; some that he is the butt of Cervante's satire. The
latter view is developed here because it avoids the tendency of the advocates
of the other views to give free and complete rein to their imagination, so
much so, in fact, that at times they neglect the text, Cervante's own view

of man and his world, and the historical circumstances and social conditions
in which the novel is set.

In the opening chapter of the novel, the author introduces the hero as
a poor nobleman, or a hidalgo. He is a country hidalgo and has but a kit of
land which 1.;ovides him with a rather parsimonious living. Even though he
has a small income, three-fourths of which is used to buy food and the other
fourth to buy clothes, Don Cuixote is too proud to work. Because he is proudly
idle, Don Cuixcie neglects his own affairs and becomes a devotee of chivalric
novels, so much so that he loses his wits completely. Don Juixote's madness,
according to the author, stems from his reading of nowls of chivalry, The
authors of these novels from Cervante's point of view usually fail to dis~
tinguish between fiction and history and often intertwine the fantastic and the
putatively historical in such a way as to suggest that they t.ske neither
seriously and that they are not interested in sustaining any one mode, This
characteristic of the novel of chivalry induces Don DJuixote to make the same
mistake; he too does not distinguish history and literature but he takes the
fiction to be history, and sets out to live literature. This is the basic con-
fusion in Don Quixote's mind. -

Cervantes manages to bring together two kinds of satire in his hero:
social satire and literary satire. One of the prime objects of satire is the
novel of chivalry., The novels of chivalry are satirized primarily by showing
how they corrupt the hero. Don Ziuixote functions as the instrument for this
literary satire, for he has allowed himself to be made insane by chivalry
novels. The social satire, as far as the hero is concerned, is directed against
the hidalgo clags. Because Dcn Cuixote neglects his civil responsibilities and
because he thinks he is so noble that work is beneath him, he sets out to
imitate those fictional chivalric heroes whom he emulates and to right the
wrongs in society, When he does so, he claims to be a knight-errant,
Theoretically, the knight-errant is a servant both of the king and of God;
when he takes the vow of knighthood, he pledges himself to effecting God's
will on earth and to carrying out the commands of his king. The knight.
errant class could be a significant power for the promotion of the common
good and the defense and cxtension of justice. One does not, however, elect
by himself to become a knight: he must be called into service by a king or
ruler who elects only those men of good reputation and good and moral charac-
ter. Only after he is elected by the ruler can the knight take his vow.
Cervantes demornstrates,in his hero, how this concept of knighthood, how this
chivaric ideal, can be and has been perverted. No king, has called Don
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Quixote into his service; but the hero decides to become a knight-errant

"both for his own honour and for the service of the state." The former
motivation is the stronger, for his desire is to win everlasting honcur and
renown and to have his heroic deeds recorded in a novel, or as he would say,
to have his hi story written down. His motivation, then, is perhaps imperfect.

Cervantes shows in the description of Don Quixote's armor, how far his
hero has strayed from the correct conception of knighthood. The armor of the
knight was understood in termse of St. Paul's description of the "full armor of
God'"--the passage reproduced in the student packet, but Don Quixote's armor
had been his great-grandfather's and is not his own. It represcnts not his own
but his ancestor's faith. The rust on his armor tells us that Don Quixote has
neglected something, Another indication of the character of Don Cuixote's
folly is his notion that he must have, as do his fictional heroes, a lady for
whom he can undertake his adventures, Without a lady, he says ke would be a
"tree without leaves and fruit--a body without a soul.” Don Quixote has de-
ceived himself by pledging his allegiance to a lady rather than to more public
or more religious ideals, and the fruits which he produces are not exactly
fruits of the spirit (Galatians 6: 19-23), Even in the first chapter, Cervantes
presents a2 knight who is not a knight, in more senses than one~-not a servant
of the common weal. Don Quixote's subsequent adventures are entirely pre-
dictable after this initial description. He attacks, one after another, "foes"
that are harmless, foes which have done nothing to merit his '""punishing". His
chastisements come out of a curious-mad conception of justice and a proud-
mad desire for glory, The merchants and muleteers (I, 4); the windmills (I,
7), the Yanguesans (I, 8); the sheep (I, 11); the barber (I, 13); the wineskins
(I, 21)--all are harmless foes whom Quixote attacks without provocation,
Other interventions secem justifiable, The incident about Andrew and his mas-
ter {I, 4) is perhaps the best example, but Don Quixote, in spite of his appar-
ent doing of justice, does it blindly without bothering to investigate the
situation and to determine who is to be punished. Even if Andrew is right,
Don Juixote's intervention only results in more whippings for Andrew,

The case of the monks {I, 7) presents a problem, for they probably
should not be riding out in the world, but should be, since they are Benedictine
monks, in their cloisters, One perhaps has to suspend judgment on this case
because the monks may have had permission to travel. Nevertheless, one
tends to think that the monks should be attacked for they obviously do not have
contempt for the things of the world, They carry sun-shades, wear dust-
masks and ride mules rather than walk, This incident brings us to a dis-
tinction that is fundamental to an understanding of Cervantes! satirical method.
Although Cervantes satirizes the class to which Don Quixote belongs and
novels of chivalry by making his hero pervert the ideal of chivalry and the
concept of justice and by portraying that perversion in Don {,uixote’s attacks
on harmless "foes, " Cervantes does not neglect exposing the real wrongs that
exist in society, Thus, the satire in this novel moves on two levels: it shows
what real wrongs exist and shows how not to right them, The Benedictine
monke are a case in point, Although they should be reformed, they can not
be reformed by Don Juixote's method., Their perversion of the monastic ideal
inheres in their attitude and can be corrected only by ecclesiastical discipline.

The same kind of satire is directed at the priest whe gscorts the corpse
(I, 7). Cervantes notes that the saddlebags that Sancho raids were "well
furnished with belly ware." Again, however, Don Quixotels.attack is moti-
vated not by 2 desire to reform the priests but to promote his own glory by
avenging the supposed knight!s death.

Cervautes also satirizés civil authorities » most notably probably in Don
Q uixote's speech just before he frees the prisoners (I, 3), Cervantes probably
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means to expose corrupticn in civil government when he has Don Quixote
attribute the prisoners' sentences to their lack of influential friends, their . |
want of money, and their failure to find an unbiased judge. Since Don

Q uixote's remedy for this situation worsens it, Cervante point may be that

although there is injustice in a situation where some of those who violate the

laws which the prisoners violate are not punished because of social position,
nevertheless, Don Quixote argues for the absurd  position that, because

some escape their due punishment, all should,

Two problems remain: Quixote's apparent maltreatment at the hands of
society and his gradual improvement in the second part. There are several
incidents in which Don Quixote appears to be victimized unjustly by society.
Maritomes, for instance, leaves him hanging by his arms; Sancho makes
believe that he has actually gone to Loboso and delivered his Master's letter;
the barber and the curate bring him home in a cage; Samson Carrusco in-
cites the hero to undertake more adventures; the Duke and Duchess engage in
protracted prxtical jokes at the hero's expense and so forth. Students will
probably tend to think that one should pity Don Quixote. Many mature readers
do. A distinction, however, may clarify how one can react intelligently to
Don Quixote, Cervantes asks us to judge Don Quixote with affectionate
reprobation. One should pity Don Quixote because he is a deluded, misguided
man, but one should not allow this pity to excuse the actions of Don Quixote.
Don i)uixote lives in a fictional world, perverts what should be the ideals of
that world and would impose those perverted ideals on society; he refuses to
acknowledge that he has perverted those ideals, and that he therefore brings
with him more chaos than already exists. To such a man one extends pity,
but he must be held accountable for his self-delusion and his consequent
actions,

Moreover, sorme of the apparent victimizers of Don {uixote act rather
obviously out of mercy rather than out of contempt, The curate and the bar-
ber put the hero in a cage not in order to have fun at his expense but in order
to try and rescu= hirmn from his folly. In the other incidents in which Don
Q uixote is apparently mistreated his mistreatment can be attributed to both
the irascibility and perverseness of his victimizers and to his own vanity,

For instance, when Maritornes' leaves Don Quixote hanging by his wrists, she
is able to do so only because he deceives himself into believing that she is a
lady of quality rather than a prostitute and because he is vain enough to
believe that a lady of quality would desire his paying court to her, Maritornes’
use of the vanity of tke herc caunot be completely justified. It would be if she
used her trick to enlignten Don Quixcte rather than to mock him. E&he extends
no charity to Don Quixote as d»n the curate and the barber. The satire in this
incident,then, is two-edged; it exposes Don Quixote's folly and vanity, and the
unconcern of the "Maritornes' and her class for the well being of other men.
The same kind of satire is operating in the episodes at the castle of the Duke.
Cervantes in no way refrains from pointing out how the Duke and Duchess so
neglect their duties that they expend both time and money for an extended
practical joke ; he does not refrain from exposing the haughtiness of the duenna
and of the parasitic ecclesiastic--both of whom attempt to gain control of
their master's wealth, if not his soul, Yet at the same time, Cervantes also
allows Don Quixote, in his tongue-lashing of the priest (II, 8), to trip over his
ludicrous vanity--'1 have redeemed injuries, righted wrongs, chastened in-
solence, conguered giants and trampled on monsters, ' "my intentions are
always directed toward virtuous ends, to do goodto all andevil to none." He
may have trampled o imaginary monsters, but one wonders if the speech
does not display a man who is irretrieveably mad because he could never
understand what it might be to chasten insolence,
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One problern concerning the hero remains--his change in the second
part., During the first part, Don Cuixote does not learn or change at all, but
during the course of the second part, he begins to have moments of lucidity
and to perceive that an inn is an inn and not a castle. The change is gradual.
He repeatedly relapses into his former character. Part of the reason for the
change in the character of Don Juixote is that while Cervantes was writing
Part II, there appeared a sequel to Part I by another author. In the first part,
Cervantes had not solved the problem inherent in the picaresque novel, which
is how to bring the adventures of the hero to a satisfactory conclusion with-
out destroying the effect and the form of the novel. When the sequel appeared
because the first part lacked a satisfactory conclusion, Cervantes found him-
self faced with the problem of bringing Don Quixote back to reality in a
convincing manner. He does so by exhibiting Don (uixote's slow, uncertain
improvement,

The appearance of the apocryphal sequel, however, only account parti-
ally for the change in Don Quixote's character. The second part moves on 2
more urbane level than the first part; the world is different. Drubbings are
less frequent; slapstick has almost disappeared. Quixote continues to deceive
himself but on a different plane. Instead of taking the lions to be giants as he
would have in Part I, he sees them as real lions, but deceives himself about
his courage., Again (II, 14) he arrives at an inn and knows and says it is an
inn but leaves ""the two gentlemen surprised at the medley of good sense and
madness they had observed in the knight." Even at the very end of the book,
the hero is ready to trade his illusions about chivalry for illusions about the
pastoral life. The hero does not actually change as much as he appears to.
He has merely discovered that one form of madness, his conception oi
chivalry, is, indeed, mad.

Sancho, like Don Quixote, raises several critical problems. At the
beginning of the novel he is not deceived about the reality of things, since we
are given to beliecve that he would have nothing to do with Don Quixcte's ver-
sion of chivalry if he did not have the promise and prospect of governing an
island, geveral times he tires of adventures and wishes to return home. Yet
at the end of the novel (Part II), he has himself become like Don Quixote; he
now believes that Dulcinea is enchanted, The change is not as evident in the
first part, but Sancho does allow himself to beiieve that the knight's promise
will be made good, even in the face of continual defeats. If one limits his
discussion to Part I, he is likely to view Sancho as a foil to Don Quixote's
imagination, and indeed he is, for he keeps the reader informed of the real
nature of things tnd portrays how a sencible man would react to Don Quixote's
misfortunes and to his delusions. Nevertheless, Sancho also functions in
other ways. In some instances, he is used by Cervantes to display the hero's
contempt for the lower classes, The hero continually tells Sancho that he,
and not Don Quixote, will have to fight those who are not knights and to rescue
those who are less than noble. Sancho's only motive for attending the knight
is his hope for a governorship; but at the end of Part I, he has not got it, even
though he has endured several drubbings. Sancho, then, in Part ], is prag-
matic man, with the rustic's interest in hoarding and self -interest and self-
seeking., Through Sancho, Cervantes portrays the folly of the lower class's
hope of attaining the noble status and its attendant privileges, and the way in
which it will neglect it: responsibilities both to its cwn clsss and to
society by striving after nobility. Sancho is not a '""normative" figure in this
novel, In Part II, Sancho becomes,asaresult of the Duke's practical joke, a
governor, and he suddenly learns here the hardships that a lord temporal
faces. Since he is unable to rule effectively, his subjects steal his power and
unseat him, His proverbs are of no avail; and the life of ease he had
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envisioned, evanescent. If he is cured, in these episodes,of his desire for |
civil power, he is not cured of self-deception. Now he no longer knows what i
is true. He cannot determine if Don Quixote's narration of his descent into

the Cave of Montesinos is true or not, and he believes that Dulcinea is en-

chanted, The wisdom of proverts ad the priest's sermons which he does not

understand but upon which he pretends to rely, do not aid him, He is, in

short, a representation of the way in which Don Quixote's misconception of

chivalry can bring havoc to the entire social order and can pervert a reason-

ably sound inan.

If the central characters perplex the reader, so also does the form .of
Cervantes' novel, especially the reader grown accustomed to the tight-knit
novels of authors in the tradition of Henry James or to their TV equivalents.
Don Quixote seems to be little more than a series of episodes strung together
without real connection. One must first observe that Cervantes patterns his
novel after the romances or the epics of chivalry. He does so in order to
parody the romances or novels of chivalry, The episodic construction of the
romance together with its themes of love and arms plays into his hands, ior
not only is he able to mock its themes, but also he is able to use its
episodic construction as a device for satirizing various classes and strata
of society. All of the episodes, in the abridgement used in this unit, are
related to the novel's themes--Don ,Juixote's perversion of the chivalric
ideal, Sancho's avarice and discontent with his God-ordained place in society,
and the satire of conditions in society. The unifying device of Don Quixote
is the journey through society around which Cervantes develops his themes.

Don Guixote speaks the language of his fictional idols. His speech, for
instance, upon his leaving his hometown for the first time is a parody of the
high style employed in the chivalric romances. It is shot through with irony
and with hyperbole. Again, his speech about the golden age at the inn when
Dorthea, the barber and curate are present, is a parody of the high style. It
employs long, periodic sentences, is patterned after the classical oration,
and contains rather close reasoning. Don Tuixote is distinguished by his style
of speech, for he employs the high or ornate style constantly; but his style
also assures us of his madness, for the style of his speech belongs in books
addressed to kings or concerned with noble subjects rather than in real life,
Indeed, the instructor may use Don Quixote as a device for calling attention
to what the written language would sound like--were it spoken. The kind of
style that Cuixote uses derives from the rhetorical conventions of the middle i
ages and the Renaissance, and it is to be used in addressing men of high rank
and kings. |

Other characters are also distinguished by their "dialects'. The
Biscayan speaks the Castilian dialect and the galley slaves employ the
vocabulary of rogues. Sancho speaks in the simple, popular style of the day,
He continually resorts to cliches and proverbs in order to express his ideas
and sentiments. Cervantes uses Sancho's cliches and proverbs to good effect.
Through them he portrays Sancho as an wmoriginel, unthinking, uncritical man,
and presumptuous as claiming to be wise, In Part II, Cervantes changes
gradually the style of Sancho's speeches ; the change parallels the change in
Sancho's character,

Don Quixote: Composition Topics

1., Write an essay in which you show how the first chapter is relateu to the %
rest of the novel.
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2. The humor in Cervantes' novel is appealing. Write an essay in which you
describe the different kinds of humor or in which you center your attention on
one episode and determine how the humorous action is related to the
"meaning" of the novel,

3. One of the greatest prcblems in Don Quixote is the character of hero.
Write an essay in which Don Quixote is compared to the ideal knight as
described by John of Salisbury and as portrayed in the character of Sir
Gawain,

4, When Don Quixote is brought back to his home in a cage, he seems to be
victimized by the curate and the barber. Write an essay in which the curate
and barber's action is defended or in which you discuss the appropriateness
of this ending to Part I,

5., Don Quixote was written for the purpose of instructing the reader.
Determine what the reader is supposed to '"learn."

6. Don Quixote's freeing of the criminals is an instance of his brand of jus-
tice. Show how his concept of justice in this episode is either perverted or
praise-worthy.

7. Write an essay in which you describe some of the parts of society that
Cervantes satirizes and explain why Cervantes satirizes these parts.

8. If you studied the units on Greek and Hebrew literature in the seventh
grade, write an essay in which you compare a Hebrew or Greek hero that
goes on a journey, e.g., Joseph, Hercules, with Don Quixote.

9. Describe the relationship between Don Quixote and Sancho and determine
what each of them represents,

10. Explain why and how Cervantes satirizes novels about chivalry.

11. Describe Don Quixote's speech; show how it reveals his character.

12. Don Quixote appears to believe in magic and enchantment, Is there any
evidence to suggest that he does not? Whether he really does or not, what

does his constant talking about magic reveal about his character?

13. Compare and contrast Part I and Part II. How do Don Quixote's adventures
differ in these two parts? Or, how does his character change?

14, Compare Lazarillo and Don Quixote, How do the heroes differ? Why do
the authors create such different heroes ?

Although LeSage's Gil Blas has not aroused much enthusiasm among critics
during the last two decades, one need not apologize for its inclusion in this
unit, for its neglect probably derives from the critics' preferring the well-
knit, highly unified modern novel to the apparently disorganized, loose novel
like G;l Blas. Almost all critics, however, recogmze Gil Blas as historical-
ly 1mportant, for it represents a major step in the evolution of the novel, and
it is aesthetically pleasing, if one strips away modern preconceptions a.bout
the novel, Moreover, Gil Blas fits admirably the purposes of this unit, for its
social satire is readily accessible to juniz high school students and it employs
the principles of organization peculiar to the jourmey novel. This novel

e




26

provides a particularly good opportunity for studying how the picaresque novel
is related to the epic, how the author solves the problem inherent in a static
hero, and how the social satirist uses the device of irony,

In the introductory remarks about the genre of the journey novel, it
was asserted that the joarney novel has its source in the epic. Gil Blas is
an instance of this generalization, The author of Gil Blas conscientiously
imitates the structure of the epic, for he divides his novel into the twelve
books characteristic of the epic. However, because the author imitates the
larger form of the epic, one cannot therefore expect te find in this novel
other characteristics such as the epic simile, high style, and beginning the
story in medias res, Indeed, Le Sage does not intend to write a classical
epic, but to write an inversion of the epic, Instead of the epic simile, the
most notable rhetorical device is irony, and instead of high style, the author
writes in the middle, even the low, style, Usually the author of the epic uses
the form of the epic to portray the moral progress of a society (a group of
heroes) or of a single hero, e,g. Odysseus, The moral progress enables the
hero or heroes to develop, through confronting various kinds of obstacles, the
virtues necessary for establishing or for deferding and maintaining a society
that rests on certain ideals, Le Sage, however, does not use the form of the
epic in order to portray in his hero the ideals that a particular society shouid
emulate; rather he portrays through his hero and the form of the novel the way
in which society has inverted social ideals and in which such a society can
corrupt an essentially good and virtuous person, When Gil Blas, undertakes
his journey he is essentially virtuous and good. He manages to retain his
moral sense for a while in spite of the corrupting influences of society, but
eventually, he becomes an inversion of the epic hero., He is corrupted by
society rather than being its purge,

One of the problems that is inherent in the form of the picaresque is
that the hero generally does not change, e.g., the hero in Lazarillo de
Tormes, Because the hero does not develop during the course of the novel,
the author is forced to break off his story and leave it in a to-be-continued
state, a breaking-off which may raise problems for the author: the ending
may not be very pleasing, it may seem abrupt etc. Moreover, the abrupt
ending may prompt hacks to write sequels,

Le Sage faces both the problem of abruptness 2nd the problem of con-
tinuation in his novel, He begins by conforming to the traditional picaresque
pattern, Until Gil Blas reaches Madrid and attains power and wealth, he re-
mains uncorrupted by society--perhaps attracted to various kinds of corrup-
tion, but, witnessing the consequences of such corruption, essentially repelled
by it, and eager to undertake his journey afresh, For instance, when he takes
a major role inthe hold-up of the monk, his moral sense pricks his conscience,
even though he recognizes that the monk himself is no paragon of virtue. Like«
wise, when he practices medicine under the tutelage of Sangrade and when he
participates in the bilking of Simon the Jewish tailor, his conscience urges him
to leave off these kinds of employment and to cease exploiting other men for
his own benefit, Somehow his moral nature gives him an immunity to cor-
ruptions, which never allows him to take on the attitudes necessary for their
persistent or malicious indulgence, Gil Blas in this earlier part of the novel

functions as a kind of literary device for the author, He is an observer and a
U half-hearted participant in social activities from which he maintains a satiric

E distance, a distance that the author uses to exhibit the vices that permeate
society, All of this is to say that in the first books, up through Book VII, the

' center of attention is the actual structure of society, not the hero ar the action.
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Gil Blas, however, differs from such rpicaros as Lazarillo
and Sancho. Gil Blas is not continually preoccupied with finding the means
of survival; deprivation finds no place in this novel. The hero is always
adequately fed and clothed. Gil Blas is a new kind of picaro; he is ccncerned
with survival but with improving his social status, concerned not with exist-
ing merely, but with educating himself, Once the hero is assigned a desire
for improving and educating himself, the picaresque novel is transbrmed.
The center of attention becomes, ihen, not only the structure of society and
tke vices that persist in that society, but the hero-together-with-society, the
hero undergoing an education in society--the concern of the bildungs roman,
Significantly, the author never seriously attributes to Gil any real desire for
climbing until he takes up his duties for the Duke of Lerma, At that time,
Gil is made to observe that "ambition and vanity obtained complete empire
over" his soul., He is no longer charitable and compassionate; his heart
"became harder than any flint. ' Our hero comically and sadly looses his
immunity to corrupting influences, conforms to court patterns, and promotes
the corruption which had eariier sickened him. Gil becomes self-conscious
as he was not in the earlier books, His fixed and static character disappears
and with that disappearance, the center of attention moves from society to the
protagonist., So that, by changing the nature of the protagonist, Le Sage sug-
gests how powerful the corrupting influences on the court are (in contrast to
those of lower levels of society) and implies that he is at least a bit pessimis-
tic about the possibility of reforming the officials at court. However, perhaps
the major reason for this change in Gil's character is that, through it, Le
Sage is able to portray how man falls and how he gets back on his feet. Gil's
participation in the intrigue to provide the prince with a mistress has, as its
motivation, the desire of the court and of Gil to ingratiate themselves to the
prince in hopes of gaining more power and wealth. The gimmick eventually
lands Gil in jail where he succumbs to a despair that is foreign to his nature
(consider the parallel incident in which he is imprisoned in the underground
cave of the bandits), The imprisonment functions as a kind of reforming
device: Gil vows to give up his former pursuits and take up a pastoral
existence removed from the corruption that he has known, He has lost his
toughness; he now falls easily ; he needs a setting which does not ask him to
be a moral Hercules--only Philemon, At the urging of his servant and his
friends, however, Gil again returns to court; the moral transformation
effected in prison has provided him with a new moral ‘'fiber" " unknown to
him before, a charity which he had not known before (cf. his treatment of
his petitioners, his awareness of the Count's inevitable fall, etc. ), After
the deposing of the Count, Gil once again flees the court and lives a pastoral
life. Gil has moved from one kind of partial innocence to another kind of
partial innocence. Gil's journey seems to be organized around a desire to
treat all three of the estates which occupy a place in the ancien regime--
Lords Spiritual, Lords Temporal, and Commoners, In thé first six books
of the novel, Gil encounteres common people, with the exception of Don
Alphonso and the family of Count de Polan. He finds himself in the company
of bandits, actors, physicians, innkeepers, tailors, stewards, authors,
hermits, and grandees who pretend to nobility, men whose grotesqueries
satirize the following follies:

(1) The moral "disguises' of sclfish religious men and lawyers.

(2) The deceptions of highway robbers and the failure to distinguish between
meum and tuum,

SRR AR

(3) The merchant's exploitation of customers, e.g., the innkeeper and the
tailor,
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(4) Theatrical morals, especially as portrayed in laura,
(5) The servant class betrayal of the master's faith, espécially the stewards,

(6) The preoccupation of would-be grandees with venery and with living the
pasasiiic life.

(7). The noble class's irresponsibility and idleness,
{8) The physician's incompetence and malpractice.

Although this list does not pretend to be complete, it reveals that Le Sage's
main satiric concern with commoners in the first six books,

Although many satirists limit themselves to satirizing the lower
classes and only implicitly satirize lords temporal and spiritual in order to
avoid the censure of either the civil or ecclesiastical government, Le Sage
evidently feels at liberty to satirize all classes of society. In Book VII, for
instance, he manifests no caution in satirizing the archbishop. Previously,
he has satirized the licentiate, the friar who betrayed the confidence of the
confessional, the monk from whom Gil Blas steals, but in his satire of the
archbishop, the author goes further and attributes the practices of these
lowly servants of the church to the hypocrisy and pride of the archbishop.

When Gil is in the service of the archbishop, he has as a master a
man who pretends to the humility and holiness that an archbishop should
have., His concern about his approaching senility and the quality of his
sermons appears to be admirable, The function of the sermon, at least
ideally, is to urge the listener to acquire those attitudes and practices which
will result in his eternal salvation, But his is a hypocritical concern. His
motivation '"to retire from professional life with my reputation in undimin-
ished luster.,' Gil reports to him his own observations and those of others
about the decline in the quality of his sermons; the archbishop refuses to
believe the truth of those observations. He discourses on the Christian
virtue of sincerity and then concludes that he would have given Gil "infinite
credit for what he thought, ' if he "had thought anything that deserved to be
spoken.'" Thisstatement, together with the archbishop's protestations
against flattery and the contrasting continual obeisance of the archbishop's
officers, suggests the extent to which the archbishop and his functionaires
have been overtaken by the vices against which they protest. The man who
was touched by the satire could wince; one may have to remind the siudents
that not all archbishops are touched.

Gil's journey begins among the commoners, takes him awmong church
officials, and finally introduces him to officials of state, When Gil is
employed by the Duke of Lerma, he is introduced to the intrigue and cor-
ruption among civil servants and observes first hand the ways in which they
pervert their offices for their own aggrandizement, The social satire in this
section is heightened by the transformation of Gil's character, his ceasing
to maintain his satiric distance and beginning to participate in corruption
himself. Now the satire depends not so much on Gil's satiric distance as on
that of the author, the satiric distance which allows him to display the change
in Gil's character and the activities and attitudes of Scipio as both of these
comrnent on the duke as leader (cf. Gil's treatment of Navarro, an incident
which the author probably intends to be taken as an example of the entire
spectrum of activities at this level of society), It is not until Gil Blas kas
been reformed during his imprisonmeni and has returned to the service of
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the Count that the satire centers on the Count's character and activities.

In Le Sage's world, both lords spiritual and lords temporal allow their
adminigtration of ecclesiastical and civil officers to be influenced, if not
determined, by petty concerns, vanity, and ambition. They create the cor-
ruption that prevails on lower social levels, create by failing to rule the
commoners,

"Oh man! man! What a compound of candor breathing satire and
splenetic impartiality art thou!" Beyond candor and satire and impartiality
lie the implied norms for the good society.

Gil Blas: Composition Topics

1. Trace the history of Gil's career through the first seven books, Describe
the kinds of people that he encounters and explain how they are satirized.

2. Discuss the construction of the plot. Explain why the author divides the
action into episodes.

3. Explain why and how Le Sage satirizes Doctor Sangrado.

4, Define irony and then point out one or two passages in which the author
is ironic. Explain why and how he is ironic.

5. How does the author satirize the bishop?

6. Explain why Gil's character changes after he becomes a servant of the
Duke of icrma. Does this change make the novel bad? Is this change
believable ? If not why does the author change his character?

7. Compare the Duke of Lern=a and Don Alphonso, What do they represent?

8. Compare Gil as the servant of the Duke of Lerma and as the servant of
the Count, How and why has he changed?

9. Describe the relationship between Gil and Fabrico, How do they diifer?
What do they represent? How is Fabrico satirized?

10. Compare the incident in which Gil is locked in the bandit's cave and the
incident in which he iz imprisoned. What do these incidents reveal about Gil's
character and the change in his character?

VI Pickwick Papers is an example of a nineteenth century author's employ-
ment of the techniques characteristic of the picaresque novel in order to
satirize nineteenth century English society. Although the students will only
read selected chapters from it, they will be able to follow the plot. if they
ignore trivial inconsistencies.

Dickens' treatment of Mr, Pickwick departs from the usual. The
"picaro" himself is satirized, While Dickens' satirizes the military establish-
ment through the troops' fight, he also satirizes the stupidity of Pickwick and
his comrades. Indeed, each of the most important members of the Pickwick
Club represents a specific type of individual that Dickens wishes to satirize,
Mr. Pickwick is an "instance' of the typical eighteenth~gnd early nineteenth-
century traveller; Mr. Winkle, an instance of the Erglish sportaman; Mr,
Tupman, an instance of the gallant lover, etc. Through Pickwick, Dickens
satirizes-those travellers who move through societies with pencil and notebook




—_—

30

in hand ready at a moment's notice to record any extraordinary event or to
describe any extraordinary character. When the driver of Mr. Pickwick's
carriage tells Pickwick that his horse is forty-two years old, out come.
Pickwick's pencil and notebook, When Jingle talks of dogs, Mr, Pickwick
asks him if he will allow him "to make a note of it.'" The dismal man, at
the beginning of Chapter V, promises to provide at Pickwick's request a
"curious manuscript." Mr., Tupman, almost {rom the moment he is intro-
duced, functions as a grotesque (2 kind of comic, almost allegor.zcal .
representation) of the ‘gallant lover, When he joins the Wardles in their .
carriage, he immediately sets about proving his prowess as a lover, Again
a Dingley Dell, he pretends affection for the spinister aunt, but w.hen t!ae
object of his affection is taken from him by the wily Jingle, he shifts h‘19
affection to Emily, His pretension of beinga gallant lover, however, 18

_shattered by Jingle's stealing away from him the spinster aunt.

Mr. Winkle is, like Tupman, a grotesque, He is a would-be sportsman.
His fear of the regiment's blank charges in Chapter IV, and his wounding
Tupman rather than shooting a bird in Chapter VII satir@ze this type of.m.-
dividual and his pretensions., The most devastating satire, however, 1s in

Chapter II when Winkle decides to fight and duel with Mr, Slammer. He

determines to fight because he must live up to his reputation among ﬂ}e ctlub
that he is an expert sportsman and because he hopes that the pistols Yull b:a
loaded with blanks and that the local police will intervene in the affair., None

of these reasons, of course, accord with his professed allegiance to the code
' “of the sportsman, which would lead him to fight the duel for amusement. and

for demonstrating his dexterity as a sportsman.

Mr. Jingle, who is not a member of the Pickwick Club, is a kind of
watered-down Renaissance man, He engages in--or pretends to have engaged
in-<all the pursuits of a gentleman. He pretends to be a lover, a sportsman,
an acute.observer of mankind, He reshapes his character to fit any situation
in which he finds himself, In a way, he is the supreme example of the picaro
or the vogue, but his identity changes, as does his past, whenever-it is
necessary for him to change identity or past, The picaro, unlike Jingle,
never forgets who he is or what his past has been. Jingle is the perfect-
parasite,

If those characters are representative, Dickena does not create~-indeed,
is not trying to create~-realistic characters but exemplary representations
of various classes and professions, The characters in this novzl are a
"collection of varieties, ' comic book characters who function as satiric
literary devices, Each lives in a world unto himself in which he performs
a kind of pantomine, No real communication among characters exists, Each
is, for a moment, the center of attention and an isolated center of vitality,
having no real relationshp to any of the other characters, The novel appears
disjointed, but its disjointedness is the disjointedness of the society it por-
trays. The isolation of each of the characters, the lack of any real com-
munication between them and their lack of any private inner life display the
breakdown of the sense of human community as best it can be displayed in a
fictive model. ' ‘

Pickwick in search of "truths which are hidden beyond" his own private
world sets out to encounter the great world, He leaves the security and
stability of his isolated sphere of existence in a quest for reality and for truth,
His private world, his secure retreat from the 'world out there, " is described
several times, most notably at the beginning of Chapters 1I, V, Vil. In each
of these cases, the time is the early morning; in each, Pickwick in isolation
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from the great world finds his environment a bland and homogenous pablum.
He leaves this isolation becausc of his insatiable desire to '"seek amusement
and instruction, " but he leaves his private world and begins his journey with
certain preconceived notions ahout the nature of man and the nature of society,
and, from one point of view, his journey begins as an attempt to validate those
notions, His companions 1lso begin with certain fixed assumptions, For
Winkle, everything is capable of being interpreted in terms of sportsmanship;
for Tupman in terms of love, and for Snodgrass, in terms of poetry. Pick-
wick, however, begins with the attitudes of a scientist: he wishes to be a
detached observer, an uninvolved spectator. But, even though he wishes to
remain detached and uninvolved, Pickwick begins, as does the scientist,with
some preconceived notions about what he will find., He expects all his evi-
dence, dispassionately collected, to confirm his hypotliesis about man and
society. The author tells us that "general benevolence was one of the leading
features of Pickwickian theory;' that is, Pickwick assumes that he will dis-
cover in the world out there that the human heart is by rature good 2nd that
Providence is in charge of the ordering of events for the good of all, In short,
he begins his journey expecting to find the best of all possible worids. From
the very beginning of his journey, he finds much evidence that contradicts

his theory and none that supports it. The confusing multiplicity of characters
and the exploding world in which nothing is related to anything else bewilder
and overwhelm Pickwick, and his journey becomes a bad dream in which tur-
moil cannot be explained nor the evil of the "best of all possible worlds"
rationalized., Pickwick's moral bewilderment comes out in his failure to
distinguish objects from one another; all tends to blur: 'Fields, trees, and
hedges, seemed to rush past them with the velocity of a wh'rlwind;" the
placid, well-made world which Pickwick expected tc find does not exist even
ou the physical level: horses plunge, glass breaks, carriages are ruined,
horses will not obey their drivers (seec especially Chapters V and IX). On

the social level, the chaos is greater; rp sooner does Pickwick pay the driver
of his carriage than the driver challenges him to a fight, (Chapter 1I). When
he is at Eatansville, the political goings on bewilder him; not knowing what to
do, he decides that "it's always best on these occasions to do what the mobs
do. "

In Chapter IV, the scene, described as "one of the utmost granduer and
importance, " is a scene full of confusion; even the most ordered part of
society, the military, lacks order. Here is Dickens' ironical description:

(p. 49)

There were sentries posted to keep the ground for the troops, and
servants on the batteries keeping places for the ladies, and sergeants
running to and fro, . . . and Colonel Bulder, in full military uniform,
on horseback, galloping first to one place and then to another, and
backing his horse among the people, and prancing, and curvetting,
and shouting in 2 most alarming manner, and making himself hoarse
in the voice, and very red in the face, without any assignable cause
or reason whatever, Officers were running backwards and forwards,
communicating with Colonel Bulder, and then ordering the sergeants,
and then running away altogether , . .

Pickwick, then, encounters a multiplicity of characters who seemingly come
from nowhere, disappear without notice, and reappear unexpectedly; the
whirl of events, mobs, uproar, and social confusion prevent the detached
benevolent philosopher from making any observation of anything.’

Pickwick at first generally manages to retain his philosophical
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equilibrium; but his self-possession and intellectual repose -are scon shattered,
for he finds himself the victim of other characters and situations, Mobs con-
trol him (see p. 184). The confusion of situations overcomes him: '"Mr,
Pickwick had been so fully occupied in falling about, and disentangling himself,
miraculously, from between the legs of horses, that he had not enjoyed suffic- 1
ient leisure to observe the scene before him. , ." (p. 50). And, eventually, |
the turmoil of the external world transforms Mr. Pickwick so that he rartakes
of the turmoil-~becomes passionate, indignant and excitable. He is angry
when he thinks he is accused of stealing a horse (p. 69). When Mr. Jingle
refers to Tupman as Tuppy, he '"drew his breath hard, and coloured up to the
very tips of his spzctables.'" At a later time, when Jingle refers to Tupman
as Tuppy, Dickens says: '""Mr., Pickwick was a philosopher, but philosophers
are only men in armour, after all the shaft had reached him, penetrated
through his philosophical harness, to his very heart. In the frenzy of his
rage he hurled the inkstand madly forward, and followed it up himself. " (p. ‘
141). |

The scenes in which Pickwick is victimized by other characters and
situations and in which he becomes passionate and angry are punctuated by
retreats into a kinder, safer world. This retreat often takes the form oi
sleen, Afizr the trials of the day, Pickwick sleeps, is refreshed, and next |
morsing hins regained kis seli-possessicn, His retreat can be &2 enormous |
meal (all the meais in this novel are enormous): consider, for instance, his
rescue from the turmoil at the mock-battle to eat together with the Wardles; |
his confusion in Chapter II followed by another meal; and the Christmas meal |
at the Wardle's, Indeed, the visits to Dingley Dell funztion as retreats from the
confusion prevalent in society. Usually, there is little chaos there, or if there
is some, it is milder than in other parts of society,

These retreats represent Pickwick's retreat to his initial assumptions
that man is innately good and that Providence reigns supreme., Pickwick, how-
ever, canuot ignore either the fortuitous circumstances which have victimized
him or the aggressive, uncharitable action of the members of society, This
lesson becomes inescapable when he becomes at his trial the spectacle rather
than the spectator, the specimen rather than the scientist, Goodness and
benevolence is only a dream and the intervention of providence into human af-
fairs does not exist. Pickwick has, by seeking those ''truths which are hidden
beyond, " subjected himself to the mercy of a society that is devoid of mercy,
Justice is unknown: attorneys defend charging exorbitant fees and extorting
clients by arguing that they will ""be all the better for a good lesson against gett-
ing into debt." By a fortuitous circumstance, Mr, Pickwick becomes involved
in the case Bardell vs, Pickwick, He knows ard ecveryone else knows that he is
innocent of the charge which has been made against him, but unlike everyone
else, Pickwick does not realize that his being brought to trial is due to the
avarice of attorneys rather than to the malice of Mrs, Bardell, He fails to
understand that legal machinery, rather than serving justice, is manipulated
for profitable ends by those who are supposed to be servants of justice, In
the courtroom, the friendliness of the oppcsing attorneys bewilders and
angers him, After he is sentenced, he is even more angry, and on principle,
refuses to pay the assessed damages and goes to prison, When Pickwick
goes to prison, he must either admit that the world does not conform to his
preconceived notions about it or allow himself to be ravaged and driven to
insanity by his imprisonment, as are the other prisoners. He must either ad-
mit his failure or be destroyed (see Sam's story in Chapter XLIV). Going to
prison is Pickwick's way c¢. getting himself out of and recovering from un-
pleasant shocks~-retreating from the dog-eat-dog world; he conceives of the
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prison as a kind of Dingley Dell that will protect him from the evil rampant
in society and that will allow him to go on deceiving himself. Deceptions and
protection from evil, however, are impossible in Fleet. Here Pickwick's
real education begins and he begins to perceive that society is indeed merci-
less, that man is merciless, and that Providence evidently has no control
over affairs. For instance, the lack of mercy in society is illustrated by
the law that says that debtors on the poor side are not to be provided with
food and rainment as are the worse criminals; he knows that man is not
merciful when he sees the poor Chancery prisoner die because of neglect;
and the absence of Providence is evident in the woeful tale that the cobbler
tells about his experience with the law. After his visit to the poor side
Mr. Pickwick begins to realize that Fleet Street and society will destroy
him: ". . . old men may come here through their own heedlessness and
unsuspicion: and young men may be brought here by the selfishness of those
they serve." (p. 641). Pickwick here finally perceives that it is his "heed-
lessness and unsuspicion' that have brought him to his sorry state. But even
after he has made this admission, Pickwick remains obstinate and refuses to
leave prison. The fortuitous arrest of Mrs, Bordell, however, provides for
Sam the means of persuading Pickwick to leave. Shocked by the merciless
treatment of Mrs, Bardell at the hands of her attorneys, Pickwick, rather
than allowing Mrs., Bardell to encounter the corrupting forces in the prison,
allows his benevolence to conquer his obstinancy. He leaves the prison know -
ing that every one of the prisoners ''was. . . the happier for his sympathy
ane charity.'" (p. 715) While in prison, he has established a little society
of his own permeated by his benevolence, a society outside "real society"
and sustained only by Pickwick's money, money which outside the prison
would be ineffectual or at the mercy of evil.

Pickwick is 2 kind of Don Quixote who leaves the security of his own
private world and undertakes a series of adventures with about as much
success as Don Juixote, Like Quixote, Pickwick starts with wrong assump-
tions and only through a series of painful experiences does he learn that he
is wrong. Though he learns, he does not chauge. To change would annililate
his identity. Like Don Quixote, he has a companionwho attempts to prevent
the disaster that necessary follows making foolish assumptions about man
and society, Sam Weller functions as a kind of Sancho. Unlike Sancho, he
does not yield to illusions, He is a kind of good--or at least attractive--
Jingle who has the resilience typical of the picaro, Jingle makes himselif
what his own interests require, but Sam passivelyallows the situation to
make him whatever it will, He is wax in the hand of society. Herein lies his
wisdom, and it is through this wisdom that he is able to protect the innocent,
deluded Pickwick from ravaging. Because of Sam's efforts, Pickwick is
finally prevailed upon to le~ve prison, Sam is the realpicaro in this novel;
he can withstand corrupting influences in society without becoming evil and
without destroying his sense of moral responsibility toward Mr. Pickwick,

Pickwick Papers: Composition Topics

1. Write an essay in which you determine whether or not Pickwick's character
changes. If it does or does not, explain why the author changes or does not
change his character.

2. Why is Pickwick so often described as bewildered, confused; indignant?
> How does what Pickwick find 'out there' differ from what he expected to find ?

3. Describe Dodson and Fogg. Explain how and why Dickens satirizes lawyers.
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4, Explain how the trial icads Pickwick to discover that society is completely
unjust and in need of reforms.

5. Compare Sam Weller and Mr. Jingle. How are they alike? How do they
differ ?

6. On page 641, Pickwick says that ""old men may come here [to Fleet
prison_ —/, through their own heedlessness and unsuspicion." Explain the
smmfmance of this statement. Is Pickwick referring to himseli? Does it
indicate that he has learned something ?

7. How is the cobbler's story in Chapter XLIV related to Dicken's satire on
the administration of justice ?

8. Characterize Fleet prison. What kinds of things is Dickens satirizing?

9. Choose one of Pickwick's fellow members--Mr, Tupman, Mr. Winkle,
or Mr. Snodgrass--and determine what kind of person he represents and |
how Dickens satirizes this kind of person. |

10. Write an essay in which you explain the significance of Dingley Dell and
the enormous meals which are always being consumed.

11. Describe the political activities at Eatansville, What is Dickens satir-
izing and what does he think should be done about political life ?

12, Summarize the action in Chapter IV, especially that of the military group
and the spectators, Why does Dickens include this chapter?

VII Sword and the Sione

T. H. White's novel, The Sword in the Stone appears to be a hodge-
podge of learning and satire organized loosely about one of the Arthurian
legends. Its lack of organization, however, is apparent rather than real.

In his novel, White, a twentieth century author, uses a medieval fiction in
order to satirize one of the commonplace ideas of the early twentieth-century:
the perfectability of man., White is a firm believer in the theory of literature
that holds that the end of literature is to instruct while entertaining. The
comic scenes and the tomfoolery in this novel ure more than entertainment;
rather, they make palatable for the reader a devastating satire of modern
society, White has good reason for setting his satire in the middle ages
rather than in the twentxeth-century. If he were to satirize the twentieth-
century by setting his story in that same cen*ury, his reader might not gain
the necessary satiric distance. White uses the Arthurian legend because
Arthur is the mythical hero of England and is a swmbol for what one might
call the English spirit, at least the English spirit before the advent of
technology and the idea of progress.

The idea of progress which White satirizes in this novel has lost much
of its appeal since World War II and survives only in a2 modified version. Prio:
to 1939, when White wrote The Sword in the Stone, however, faith in man's
moral progress was a predominant popular philosophical point of view. If
World War I tempered faith in the idea, it nevertheless persisted. Put
simply and in its crudest form, the idea of progress or the notion of the per-
fectibility of man is the assumption that man is getting better every day in
every way. This notion partially derives from eighteenth-century philosophers
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such as Shaftesbury who deny the orthodox Christian belief in the doctrined
original sin., Once one has denied the existence of original sin and has
affirmed that man is essentially good, the next step in the argument is to
argue that man can improve himself. Divine aid is no longer needed. This
argument seemed to be reinforced during the eighteenth century by the great
advances in science anc technology. By employing his reason, so the argu-
ment runs, man can eventually know all there is to know about the universe
and thereby attain perfectibility, This notion of perfectibility combined with
the emphasis on the importance of the individual that came to the fore during
the latter half of the eighteenth~-century, partially as a result of the influ-
ence of Rousseau and the Romantic Movement, led to the development of the
notion that every man can attain perfection if the corrupting influences of
social institutions and traditions are stripped away.

In the nineteenth-century, the possibility of achieving individual and
collective perfection by the use of reason was envisioned by John Stuart
Mill and his school. In the treatise On Liberty, for instance, Mill argues
that each man should be so freed from traditional modes of thinking and of |
behavior that he can find for himself the perfection which he seeks; a kind ;
of view of society which led to a series of reforms, all of them extending
more freedom to the individual, Apparent social progress, continued economic
progress, the advent of Darwinism, all of these convinced the popular English
mind that man was slowly mounting through one level of perfection after
another in all areas: moral, political, economic, and biological.

T. H. White considers such a notion of progress an illusion. In one of
his books, The Age of Scandal, White asserts that he has witnessed the end
of civilization and says :

It is useles to whine, It has happened. It is the logical result
of our hali-baked Victorian humanitarianism,., All men are not
equal., That ridiculous idea of English democracy was invented
during the reign of Queen Victoria, and it has now become
bureaucracy.

White, who describes himself 25 a "nostalgic Tory," begins with different
assumptions about man than do those who hold to the idea of progress and the
belief in the perfectability of man. He conccives of man in approximately

the same way that the orthodox Christian does., Man, who for White is
""eternally undeveloped" and remains "potential in our /God's/ image, " has

a dual capacity: he is capable of both good and evil, Man inclines toward
evil, but can, by valiant struggle and by discipline, do good, although the
latter possibility is the more improbable of the two. The social and political
implications of such a view of man is that every group of men needs wise lead-
ership in the form of a centralized authority and in the form of laws. However,
White does not argue for tyranny, rather he argues for a benevolent govern-
ment that so orders its subjects that it promotes the common good, If the
purpose of government and social structure is the common good, then the
individual man finds his fulfillment by contributing to common good, not by
following his own style of life, What White conceives of as the ideal society,
then, is one which is hierarchially organized and one whose cardinal prin-
ciples are justice and charity,

The Sword jpthe Stone is a novel which teaches its reader how a
society has to be ordered and be governed so that all members of society bene-
fit from it, since man inclines toward evil rather than good, Those societies
which do not, from White's point of view, promote the common good and which
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do not recognize the need for firm but benevolent leadership and laws are
satirized. The normative patterns of behavior and of social organization
which are established and against which other patterns of behavior and
socicties are to be measured. are primarily patterns derived from White's
study of "Christian'" medieval society. This normative society is the kind

of society represented by the geese, a society organized hierarchially, On
the island which all the geese reach when they migrate across the North Sea,
the various kind of geese "kept more or less to their own kind, but they were
not mean about it." Each flock of geese has its own leader (whether pro-
duced by that flock or lent to it by another) who is chosen because of his
wisdom and virtue. Muddle-headed leaders are not chosen. Moreover, the
geese, both individually and collectively, spontaneously or with '"free
discipline, " work to promote the common good. Each takes his turn at
watch without protest in order to guard against natural enemies. The geese,
then, have among themselves "a comradeship, tree discipline and joie de
vivre /exuberance for life/." The geese preserve peace and order in their
society without tyrannicarkings ""like Uther! and without "laws like the bitter
Normnan ones." Without this tyranny, the geese are able to express their
individuality, an individuality which is not cultivated for its own sake, but for
the promotion of the common good of goose society and checked only by a
spontaneous kind of self-discipline. Not only is there an absence of both
tyranny and self-aggrandizement within the goose society, but there is also
no war among the various goose societies, The word '"war'' is alien to goose
vocabulary, and as Lyo-Lyok, Wart's goose friend, inplies the absence of
war is due to the absence of boundaries in the boundariless air. Man,
however, cannot ''take to the air": He is earth-bound; he cannot heed Lyo-
Lyok's advice that ''those ants of yours and the humans too would have to stop
fighting in the end, if they took to the air''--what Wart learns from his con-
versation with the badger. The badger teaches Wart to qualify the idealism
which he acquired from the geese, an idealism which leads Wart to pray "God
to let/him/ encounter all the evil in the world in /his7 own person, so that if
[he/ Conquered there would be none left, and if /he/ were defeated, /he/
wotld be the one to suffer for it." The badger tells Wart a parable about
creation which portrays man as a part of the Lord of nature, granted dominion
over the beasts, fowl and fish, but himself also a part of nature. Man as the
lord of nature can be either a tyrannical or benevolent ruler, If he is tyran-
nical, he brings sorrow upon himself and destroys the harmony in nature; if
benevolent and in harmony with the rest of nature, he experiences joy.

He tends to be tyrannical and "has a quaatity of vices,"

Once man is out of tune with the rest of nature, his society becomes a
mess. Natural law dictates that man should behave benevolently towards both
lesser creatures and his own fellow men. The badger says that his parable
is a "trifle optimistic' for man continually violates the trust granted to him
by God when he made him lord of nature. This violation results in tyranny
and exploitation on all levels of nature, human society included, Nevertheless,
White's ideal remains an accessible ideal: he refers to the Esquimaux, the
Gypsies, the Lapps, and certain Nomads in Arabia, all of whom avoid warfare
and tyranny,

The episode in which Wart visits goosecland is the explicit outlining of
the novel's satiric norms. Other episodes implicitly establish the same norm,
When Wart and Kay go hunting and Wart shoots his best arrow in the air, a
gos-hawk snatches it and carries it off. This incident is a kind of exemplu
which teaches that power, which is represented by the arrow, is not to be dis-
played for its own sake. Wart, moreover, after the excursion to Morgan
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LeFay's castle provides a normative pattern of behavior when he is benevo-
lent toward the dog keeper and Wat and sces to it that they are re-integrated
into a society that had formerly ostracized them, The society described at
the beginning of Chapter 14 also establishes implicitly the social norm.

Departures from and perversions of the norm, however, are more
frequent, The more obvious ones are cast in the form of animal fables,
Some departures from the norm are portrayed in the medieval fiction, King
Uiher represents throughout che novel a departure from the normative pat-
tera of behavior for kings, This departure is summarized in the parody of
the national anthem which Sir Ector and his guests sing at Yuletide, King
Uther's tyranny is also portrayed in the boar-hunt, In order to suppert the
many hungry mouths at his court, he commands a boar-hunt on Sir Ector's
estate, a command which forces Sir Ector to organize his society for a kind
of war effort and to disrupt the order established on his estate which is por-
trayed at the beginning of Chapter 14, /The effects of King Uther's command
parallel the effect of the war between the ants/. King Pellinore, like King
Uther, is a departure from the norm established in the novel, His constant
pursuit of the Questing Beast in accordance with the rules of his perverted
chivalry makes him a useless social appendage. The duel between Sir
Grumnore and King Pellinore is another perversion of the ideal, When they
duel, they destroy domestic peace and tranquility. First rate knights would
be defending Christendom from the Saracens and seeking to carry out justice
and to eatablish peace and order., Kay, Sir Ector's son, represents the
greatest departure from the norm. When he kills the griffin, he does so only
to insure his glory and fame, desiring as his gift the head of the griffin,
which he takes as a symbol of his valor, courage, and goodness, Unlike Wart,
he has no concern for the captives that they have rescued. He treats wart
haughtily, supposing that Wart is a bastard who has no claim to equal treat-
ment, and his insolence toward and contempt for Wart reaches their peak,
when he sends Wart after his sword while they are in London and when he
falsely claims to have pulled the sword from the stone. Kay is the paradigm
tyrant, His treatment of Wart and his contempt for Merlyn clearly indicate
what kind of king he would make; his ostentatious display of power over lesser
creatures (for instance when he kills the rabbit in Chapter 6) displays him for
what he is--a man out of harmony both with his fellow men and with all of
nature,

White is interested not so much in satirizing duelling, killing rebbits,
ordering boar-hunts, for example, as he is in exposing the wrong-headedness
of certain attitudes, all of which disrupt social peace and the order of nature,

The same attitudes which White's characters, or cb2racier-emblems,
represent are more explicitly portrayed in the episodes in which Wart is
turned into a fish, a hawk, and an ant, When Wart is turned into a fish, he
encounters the old pike who tells him that the principle upon whiich society
should be based is that physical power is right and that "love is a trick played
on us by the forces of evolution." Wart learns first hand what the implica-
tions of such a principle are when he is almost devoured by the pike, Per-
haps White has in mind Fascism, but whether or not he does, he certainly
satirizes the attitudes toward other men and one's self that give rise to such
a political philosophy. The fable of the hawks continues the treatment of the
theme of the misuse of power. The hawks, according to Merlyn, are a per-
version of the chivalric ideal, They run a kind of fraternity that is reserved
only for those who enjoy the irrational use and displaying of power, In their
Ordeal Hymn they assert that they are the timor mortis, the fear of death.
Their rightful occupation, however, is unot the threatening of others with death,
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but the use of their power to reform and to execute the commands of their
superiors, Indeed, the ordeal through which Wart goes is one that requires
not so muc" courage and madness as rashness, not so much "wisdom and
fortitude' as irrationality . The hawks say "kill to enjoy killing." White's
satire is most devastating in the chapter in which Wart visits the ant society.
Quite clearly White is here pouring invective upon German society under
Hitler, for the propaganda, the means oi dispensing it, the portrait of the
leader, 2ud the national anthem, "Ant land, Ant land, over all,'" have dis-
tinct historical parallels. The satire has a dual purpose. It does expose

the inhumanity of Nazism, but more importantly it lays bare those attitudes
which create a society devoid of justice and charity, Every member of soci-
ety is exploited, He contributes to z common goal, but not to the common
good, He achieves no personal fulfillment as does the goose who contributes
to the common goose good. In short, the uniqueness of the individual member

of society is annihilated, He is made a machine,

Wart, under the tutclaze of Merlyn, becomes aware of what he is and
what society is: the ideals which he should s‘rive for as a king, the pos-
sibilities of realizing such ideals, the perversions of norms, and, most
significant, the attitudes that contribute to perfected patierns of behavior,
Wart learns how to use rightly the civil power which is entrusted to him as
King Arthur and the power over nature which God has granted him. Wart's
having lecrned this lesson is dramatically symbolized in his pulling the
sword, a symbol of power, from the stone, He is able to remove the sword
because--and only because~-he has established the proper relationship with
the rest of nature. The scenes in which Wart is described as "loving" Cully,
the hawk, and his favorite dog and other various animals are not slopply,
sentimental scenes, What White is portraying here is man's proper relation-
ship to creatures lower than man on the chain of being. He represents this
proper relationship in Chapter 23 by having all of the creatures of the earth,
"come to help [him/ on account of love, " and he explicitly says that Wart has
sufficient poweT to pull out the sword because of his relationship o nature,
Because he knows nature as worthy of love, he has been able to know his
fellowmen in the same way. His acquaintances send him gifts of love at the
tirne of his coronation. What Wart is as a King is clarified by the contrast be-
tween his rule ond King Uther's which the author draws when he compares his
rule to that of King Uther, a king who had founded his government on the prin-
ciple that might is right, (See Chapter 24).

The Sword in the Stone has to do with the way in which societies should
be governed and with those forms of government which should e avoided,
More importantly it lays bare those attitudes which motivate those who work
contrary to the common good and create community patterns and cultural
patterns which institutionalize cruelty, inhumanity, and competitive fierce-
ness--virtues in a technological society. White makes his observations about
these various attitudes applicable to modern society not only by establishing
parallels between the action in his story and modern history (as in the case of
the ants). He also uses anachronisms in his plot and anachronisms in the
character of Merlyn to make his points. The anachronisms range from his
describing the tournament field as a football field to his rendering a discussion
involving a modern theory of the origin of language (Chapter 17) ac having
occurred in the late 12th century. Sir Ector's employs all the cliches known
to modern after-dinner speakers when he addresses the company at Christ-
mas time (Chapter 15), The spell by which Merlyn cures Mrs. Roach is a
satiric thrust at modern medicine men consisting of scientific jargon which
parodies scientific jargon. White's point is that both modern physicians and
patients seem to regard the jargon.as the curative agent, White satirizes the
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mercenary instincts of the physicians by including, in the spell, a last line
which appears to be nonseanse, which, when translated, reads, 'with non-
sense words (fol-de-rol) I mock you (derido from Lat. derideo) for the five
guinea fee.'" White's apparent playfulness in this instance has a satiric
thrust. The satiric use of the anachronism has as its target the common-
place assumpticn that modern man has progressed since the middle ages.

Many of tk > anachronisms are introduced through Merlyn, Hiu very
character is an anachronism. He lives backward in time; i.e., for him,
the past is the future, the future the past. Because he lives backward in
time, he has lived through modern history. His pessimism, implicit in
nis prophetic utterances concerning Wart's accomplishments as king, comes
out of his knowning what will transpire in later history. He knows that man
has not improved and will not improve, The vices and follies that exist in
medieval society also exist in modern society. Merlyn, however, is a
peculiar kind of mouthpiece, for his comments are in the form of fables or
parables by which he introduces Wart to different kinds of societies, to a
Fascist and a Nazi society, both of which demonstrate that man's nature has
not improved and perhaps that man's capacity for evil has even increased.

All in all, the general pattern in the novel is to set the deviation from
the norm next to an »ction or descriptive passage in which the norm is im-
plied. Following is an outline of the way in which this works in roughly
chronological ingtances.

Deviation from Norm Norm
Kay's forsaking Cully Wart's attachment to Cully (re-
member that love for animals is an
emblem for man's correct relation-
ship to nature).

King Pellinure (questing after beast) Merlyn (questing after wisdom)

The Pike (The King of the Moat) Wart's arrow snatched away by

Kay Goshawk

The dual between Pellinore and Wart's asking for Wat and the dog

Crummere boy in order to re-integrate them in

The hawks society.

Kay's asking for the griffin

The ants, The description of the domestic

King Uther and the boar hunt society on Sir Eston's estate (Chap.
14)

Kay's becoming a knight (Chap. 20) The geese

Wart's idealism Badger's pessimism

Kay claiming to have drawn out sword Wart's drawing out sword
Wart is neither a hawk nor an ant; White had little faith that men in our

time could become Warts or geese. But he apparently felt it worth his time
to remind them that they could be Warts and geese,
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Sword in the Stone: Composition Topics

1. Write an essay in which you compare and contrast the kinds of education
that Wart and Kay receive from Merlyn and in which you show how three kinds
of education result in different kinds of leaders,

2. Determine whether the author is satirizing the middle ages or contempor-
ary life, Support your argument with specific references to the novel.

3. Explain what the sword (in the stone) represents and how Wart's education
enables him to draw it from the stone.

4., Write an essay in which you explain how one of the animal sociecties is
related to the rest of the novel,

5. Discuss Wart's visit to the badger and explain why he visits the badger
after and not before he has seen the geese,

6. Characterize the hawks as knights. Are they good or bad knights? Why?

7. Why does the author create characters like King Pellinore and Sir
Grummore?

8. What is the author's attitude toward modern society? Does he think that
mau has improved since the middle ages?

9, Describe Merlyn, Explain how he lives backward in time and the
significance of his living backwards,

10, Explain what an anachronism is and then explain why the author uses so
many in the novel. Refer to specific anachronisms in this novel.

11, Explain the significance of the goshawk carrying off Wartls arrow in
chapter 6 and then show how this incident summarizes the entire story.

12, Wart is portrayed as "loving' animals, Point out specific instances which
Wart shows affection towards animals, Decide why Kay doesn't and Wart
does. Then look at the badger's speech about man as the Lord of Nature and
explain the significance of Wart's affection for animals, Is Wart like the
modern "nature lover'"? If not how does he differ?

13. Write a fiction in which you likc White satirize some aspect of modern
life by setting your story in another age.

Language Studies:

The linguistic exercises in this unit concern the classification of words accord-
ing to forms in order to emphasize the relationship between derivational
affixes and the form class to which a word belongs and the word's meaning.
These exercises, however, should not be construed as 'vocabulary" drills.
The word lists included in the student packet are taken from Pickwick Papers,
If that novel is not used as a core text, the teacher should compile his own

list of words from the texts that are used.
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Further Composition Suggestions

The following composition suggestions are designed to introduce stu-
dents to some of the range of phonological, grammatical, and vocabulary
patterns that the authors in this unit have employed and that the students them-
selves cin employ for serious or satirical purposes. The purpose of these
exercises is twofold: (1) to make the student aware of the relationship of the
author's style and his meaning and (2) to present to the students the stylistic
techniques that he might exploit in his own writing,

Following the suggestion of Kenneth_L. Pike in his article, "A _
Linguistic Contribution to Composition®' /CCC, XV (May, 1964), 82-887,
each of the exercises focuses on one particular kind of stylistic technique
or on one "analytical situation.”" Mr, Pike's assumption that "the formal
phases of writing comprise a set of structural habits, the productive control
of written dialect, not 2 group of memorized propositions about spoken and
written language' is the theoretical basis for these proposed exercises. Each
of the following exercises represents a drill that teaches habits of writing
which can suitably be employed in certain situations to express certain
patterns of thinking or "thought structures," Many of the exercises focus
on "habits" thz¢ can be and are used for satirical purposes.

The following exercises suggested by Mr. Pike nave been tried with
some success:

1. "Write a conversation in which controlled juxtaposition of words radically
affects the style, . . by having one speaker in the dialogue utilize extensive
cliches, and the other speaker utilize discordant juxtaposition of words in an
unexpected variety, "

2. "Taking for one dimension the contrast between formal and casual style,
and for the other dimension standard and substandard dialects, rewrite a
paragraph . . . using successively each of the four styles . . . . Add
Lgenre7 differences--science fiction on Mars versus young child in a

nursery--and discuss the further changes that would be needed to meet the
requirements of the implied patterns,"

The teacher might wish to revise the following exercises so as to adapt
them more advantageously to the abilities of the students or to make up his
own exercises that are similar to the suggested ones.

EXERCISE 1

, A. Ask the students to write a short passage in which they employ the
grammatical patterns and level of diction of the following passage. They
should also be asked to provide a context--speaker and setting, e.g. football
player leaving the fieldhouse for the crucial game of the season, The
teacher should ask the students to make all changes that such a context
implies,

", . . 'O happy era, happy age wherein my famous deeds shall be

revealed to the world, deeds worthy to be engraved in bronze, sculptured

in marble and painted in pictures for future record. O thou wise enchanter,
whosoever thou mayest be, whose duty it will be to chronicle this strange
history, do not, I beseech thee, forget my good horse Rozinante, the ever-
lasting companion of my wanderings. O Dulcinea, my princess! Sovereign
of this captive heart! Grievous wrong hast thou done my by dismissing me
and by cruelly forbidding me by decree to appear in thy beauteous presence.
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I pray thee, swect lady, to remember this poor, enslaved heart, which for

love of thee suffers so many pangs.'"
from Don Quixote

B. Suggest that the students might 1ewrite the following passage using
the level of diction and grammatical patterns that are employed in the d'bove
passage, They might be asked also to construct a hypothetical context 1n
which the re-written passage might occur; e.g., a coach addressing his
team after it has won its first game of the year or a military leader congratu-
lating his troops after they have defeated the grossly outrumbered enemy
troops. Ask the students to discuss the way the style in which they write this
essay lends to it a satiric edge.

"You have finished this adventure with less injury to yoursz1f than any
others I have seen, These people, though overcome and scattered, may
perhaps reflect that they have been routed by one person alone, and, growing
ashamed of themselves, they may rally their ranks and return to give us
plenty of trouble. The ass is as he should be; the mountains zre at hand;
hunger presses; we have nought to do but retire at a decent pace and, as the
saying goes, 'To the grave with the dead, and them that live to the loaf of
bread, '

from Don Quixkote

EXERCISE II

A. Ask the students to write a passage in which a character who has
betrayed the ethical code of his profession or of his peers laments the virtue
of the others and praises his own departure from the established ncrms.,

Urge the students to examine the patterns of diction and syntax in the follow-
ing passage in order 1o determine how the author uses the style of the passage
for satirical purposez; and then to employ those patterns in their own writ-
ing for a similar purpose.

B. Suggest that the students rewrite the following passage by employing
such syntacticalstructures and level of diction that the satirical thrust of the
passage is either mitigated or destroyed,

"So much the worse, rejoined Sangrado: with the principles you
sucked in under my tuition, you would have become a physician of the first
skill and eminence, with the guiding influence of heaven to defend you from
the dangerous allurements of chemistry. Ah, my son! pursued he with a
mournful air, what a change in practice within these few years! The whole
honor and dignity of the art is compromised, That mystery, by whose in-
scrutable decrees the lives of men have in all ages been determined, is now
laid open to the rude, untutored gaze of blockheads, novices, and mounte-
banks. Facts are stubborn things; and ere long the very stones will cry
aloud against the rascality of these new practitioners: lapides :lamabunt!
Why, sir, there are fellows in this town, calling themselves physicians,
who drag their degraded persons at the currus triumphalis antimonii, or as
it should properly be translated, the cart's tail of antimony. Apostates
from the faith of Paracelsus, idolaters of filthy kermes, healers at haphazard,
who make all the science of medicine to consist in the preparation and pre-
scription of drugs, What a change have I to announce to you! There is not

one stone left upon another in the whole structure which nur great predecessors

bad raised. Bleeding in the feet, for example, so rarely practisedin better
times, is now among the fashionable follies of the day. That gentle, civilized
system.of evacuation which prevailed under my auspices is subverted by a

4 Asais
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reign of anarchy and emetics, of juackery and poison. In short, chaos is
come again!'®
from Gil Blas

EXERCISE 111

Ask that the students write two short speeches--one in which they use
extensive cliches and one in which they use other expressions of an unexpected
variety, Then ask the students to discuss the way in which the distribution of
words in expected and customary and in discordant and unusual patterns
affects the style of the two passages as well as the ways in which the different
patterns reveal the attitudes and purposes of the writer. The following
passage may serve as a model for a speech in which extensive cliches I
are utilized.

" . .unaccustomed as I am to public speakin', it is my pleasant duty--
I might say my very pleasant duty--to welcome all and sundry to this our
homely feast. It has been a good year, and I say it without fear of contra-
diction, in pasture and plow, We all know how Crumbocke of Forest Sauvage
won the first prize and Cardoyle Cattie Show for the second time, and one
more year will win the cup outright. More power to the Forest Sauvage.
As we sit down tonight, I notice some faces now gone from among us and
some which have added to the family circle, Such matters are in the hands
of an almighty Providence, to which we all feel thankful, We ourselves have
been first created and then spared to enjoy the rejoicin's of this pleasant
evening, I think we are all grateful for the blessin's which have been
showered upon us. Tonight we welcome in our midst the famous King
Pellinore, whose labours in riddin' our forest of the redoubtable Questin'
Beast are known to all, God bless King Pellinore. Also Sir Grummore
Grummursum, a sportsman, though I say it to his face, who will stick to
his mount as long as his Quest will stand up in front of him. Finally, last
but not least, we are honoured by a visit from His Majesty's most famous
huntsman, Master William Twyti, who will, I feel sure, show us such sport
tomorrow that we will rub our eyes and wish that a royal pack of hounds could
always be huntin' in the Forest which we all love so well. Thank you, my
dear friends, for your spontaneous welcome to these gentlemen. They will, I
know, accept it in the true and warm-hearted spirit in which it is offered.
And now it is time that I should bring my brief remarks to a close. Another
year has almost sped and it is time that we should be lookin' forward to the
challengin' future. What about the Cattle Show next year? Friends, Ican
only wish you a very Merry Christmas, and, after Father Sidebottom has
said our Grace for us, we shall conclude with a singin' of the National
Anthem, '

from The Sword in the Stone

EXERCISE 1V

Both of the following passages are narratives, the one written in a
standard, the other written in a substandard dialect. Ask the students to
rewrite the passage in standard dialect using the patterns of the other passage.
Then suggest that the students might place the rewritten passage into a
particular context, i,e,, create a speaker and a situation for which the re-
vised passage would be appropriate. It might be well to point out to the
students that changes in both phonoiogy and diction will be necessary,
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""There is no date, gentlemen, 'but I am instructed to say that it was
put in the plaintiff's parlour-window just this time three vears. I intreat
the attention of the jury to the wording of this document, "Apartments '
furnished for a single gentlemen'! Mrs, Bardell's opinions of the opposite
scx, gentlemen, were derived froma long contemplation of the inestimable
gualitics of her lost husband, She had no fear, she had no distrust, she had
no suspicion, all was confidence and reliance, '"Mr. Bardell,' said the
widow; "Mr., Bardell was a man of honour, Mr, Bardell was a man of his
word, Mr, Bardell was no deceiver, Mr. Bardell was once a single gentle-
man himself; to single gentlemen I look for protection, for assistance, for
comfort, and for consolation; in single gentlemen I shall perpetually see
something to remind me of what Mr. Bardell was, when he first won my
young and untried affections; to a single gentleman, then, shall my lodgings
be let." Actuated by this beautiful and touching impulse (among the best
impulses of onr imperfect nature, gentlemen), the lonely and desolate widow
dried her tears, furnished her first floor, caught the innocent boy to her
maternal bosom, and put the bili up in her parlour-window, Did it remain
there long? No. The serpent was on the watch, the train was laid, the mine
was preparing, the sapperand miner was at work, Before the bill had been
in the parlour-window three days--three days--gentlemen--a Being, erect
upon two legs, and bearing all the outward semblance of a man, and not of a
monster, knocked at the door of Mrs. Bardell's house. He inquired within;
he took the lodgings; and on the very next day he entered into possession of
them. This man was Pickwick--Pickwick, the defendant, '

from Pickwick Papers

'"""No, that he hadn't, my dear, 'and if you'd put an exact model of his
own legs on the dinin' table afore him, he wouldn't ha' known 'em. Well, he
always walks to his office with a wery handsome gold watch-chain hanging out,
about a foot and a quarter, and a gold watch in his fob pocket as was worth--
I'm afraid to say how tnuch, but as much as a watch can be--a large, heavy,
round manufacter, as stout for a watch, as he was for a man, and with a big
face in proportion, '"You'd better not carry that 'ere watch, " says the old
gen'l'n'n's friends, "you'll be robbed on it," says they. "Shall I?" says he,
"Yes, you will, " says they. '"Vell," says he, "I should like to see the thief as
could get this here watchk out, for I'm blest if I ever can, it's such a tight fit, "
says he; "and venever I wants to know what's o'clock, I'm obliged to stare into
the bakers' shops' he says. Well, then he laughs as hearty as if he was a-
goin' tu pieces, and out he walks agin' vith his powdered head and pigtail, and
rolls down the Strand, vith the chain hangin' out furder than ever, and the
great round watch almost bustin' through his grey kersey smalls, There
warn't a pickpocket in all London as didn't take a pull at that chain, but the
chain 'ud never break, and the watch 'ud never come out, so they soon got tired
o' dragging such a heavy old gen'l'm'n along the pavement, and he'd go home
and laugh till the pigtail wibrated like the penderlum of a Dutch clock., At
last, one day the old gen'l'ni'n was a rollin' along, and he sees a pickpocket as
he know'd by sight, a-comin' up, arm in arm vith a little boy vith a wery large
head. '"Here's a game," says the old gen'l'm'n to himself, "They're a-goin'
to have another try, but it won't do!" So he begins a-chucklin' wery hearty,
wen, all of a sudden the little boy leaves hold of the pickpocket's arm, and
rushes headforemost straight into the old gen'l'm'n's stomach, and for a
moment doubles him right up vith the pain. "Murder!" says the old gen'l'm'n,
"All right, sir," says the pickpocket, a wisperin' in his ear. And wen he come
straight agin, the watch and chain was gone, and what's worse than that, the old
gen'l'm'n's digestion was all wrong ever artervards, to the wery last day of his
life; so just you look about you, young feller, and take care you don't get too
fat, ' from The Pickwick Papers
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EXERCISE VI

A. Ask the students to examine the syntax of passages (1) and (2); then
suggest that they rewrite passage (1) in the style of passage (2). Ask them to
explain what grammatical changes are necessary, e, g. the excision of con-
nectives, the excluding of subordination, etc.,

1. "The appearance of cverything on the Lines denoted that the
approaching ceremony was cne of the utmost grandeur and importance, There
were sentries posted to keep the ground for the troops, and servants on the
batteries keeping places for the ladies, and sergeants running to and fro, with
vellum-coverced books under their arms, and Colonel Bulder, in. full military
uniform, on horseback, galloping first to onc place and then to another, and
backing his horse among the people, and prancing, and curvetting, and
shouting in a most alarming manner, and making himself very hoarse in the
voice, and very red in the face, without any assignable cause or reason what-
ever., Officers were running backwards and forwards, first communicating
with Colonel Bulder, and then ordering the servants, and then running away
altogether; and even the very privates themselves looked from behind their
glazed stocks with an air of mysterious solemnity, which sufficiently bespoke
the special nature of the occasion. from The Pickwick Papers

2, ""Warm!--red hot--scorching--glowing., Played a match once~-
single wicket--friend the Colonel--Sir Thomas Blazo--who should get the
greatest number of runs. Won the toss--first innings--seven ofclock a. m, =~
six natives to look out--went in; kep in--heat intense--natives all fainted--
taken away-=~-iresh half-dozen ordered--fainted also--Blazo bowling--supported
by two natives--couldn't bowl me out--fainted too--cleared away the Colonel-=
wouldn't give in--faithful attendant-~-Quanko Samba--last man left--sun so
hot, bat in blisters, ball scorched brown-~-five hundred and seventy runs.-
rather exhausted--Quanko mustered up last remaining strength--bowled me
out--ahd a.bath, and went out to dinner.'"" from The Pickwick Papers

B. Suggest that the students perform the same operations described
in A as beforec on passage (3). Ask them to discuss how the differences
between the style of the original passage and that of their own rewriting-sug-
gest that the passages were written for different satirical purposes.

3. "'The contest,' said Pott, 'shall be prolonged so long as I have
health and strength, and that portion of talent with which I am gifted, From
that contest, sir, although it may unsettle men's minds and excite their feel-
ings, and render them incapable for the discharge of the every-day duties of
ordinary life; from that contest, sir, I will never shrink, till I have set my
hell upon the Eatanswill Independent, I wish the people of London and the
people of this country to know, sir, that.they may rely upon me--that I will
not desert them, that I am resolved to stand by them, sir, to the last,'

from The Pickwick Papers
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II.

ARTICULATICN:

This packet contains a statement of the objectives and articulation
of the unit, an annotated bibliogiaphy, background materials, and sugges-
tions for procedure and extendec activities. The background materials
develop critical prospectives on the novels as iiterature. Historical
information on the "setting" of the novels is included in the student
packets. The teacher is urged to study carefully the background materials
in this packet, and the historical information presented in the student
racket. They will help him lead his students toward a critical insight
into these novels in particular, and toward a deepening awareness of

the character in the use of the hero as part of the general rhetoric of
this literary form.

The analysis of the historical novel should prepare the students
not only to read other historical novels, but also to read other works
of an historical or putative~historical character, especially the epic,
which is extensively studied in the 9th and 12th grades. The remarks
included above will indicate why this is so. The student should be made
aware of the similarity between the epic, to which he has already been
briefly introduced, and the historical novel. Both are grounded in
historical fact, though the epic takes more freedom with the reporting
and interpreting of past events. The journey novel, which the student
has just studied, is also related to the historical novel. The asocial
picaresque hero formulates critical judgments on the men and manners
of his time; the hero of the historical novel is sometimes able to do
this, sometimes nol, but the total effect of the historical novel is
always a kind of critical judgment of the past. Indeed, the historical
novel or one of its normative heroes can function in a manner very

like that of the picaresque hero in developing a perspective from which
to view, and estimate, the world.

This unit builds toward the tenth grade study of the "leader and
the Group." The unit proceeds from the student's seventh grade work on
myth and meaning. The historical novel, the student will realize, is a
sophistication of the primitive human instinct for myth making. Like
the myth, the historical novel (1) pictures reality as society knows it
and (2) depicts the values and ideals toward which the group would move.
The expression of present reality and future ideals is, however, more
directly and more critically presented in the historical novel.

OBJECTIVES:

At the completion of this unit the student should have developed
a basic understanding of the use of the "hero" in the historical novel
and of his place in the historical novel's statement about history. With
this understanding as a guide, the student might then be encouraged to
read and think about other historieal novels, particularly those listed
in the bibliography of the teacher's packet. The unit is not, however,
simply a study of literary form. The characters in the novels should
be analyzed in respect to the qualities of courage, justice, and control
that are traditionally associated with the hero; the handling of fictional
"point of view" and such matters of technigue should also be considered.




III. HISTORICAL NOVEL:
A. The Significance of the Historical Novel

. The historical novel shculd help the student develop a capacity
for making judgments. The historical novelist, the student should
come to realize, is arranging historical data into a meaningful
pattern. The pattern, which the novelist consciously works out or
which his imagination unconsciously suggests to him, interprets
society, interprets rolitical action, and interprets man himself,
insofar as man is an elexcnt in an historical process. The pattern,
or meaning of history, that the novelist proposes will seem more
or less valid derending upon (1) the solidity of the characters
whom he por..cays as caught in the midst of these events; and (2)
the extent to which the novel seems to capture the "spirit of the
age" with which it deals. The usual devices of the novelist--for
example, techniques of symbolism, viewpoint, characterization, plot--
are directed tcward the creation of a believable and meaningful past.
Since the subjzct of this year's study is the "hero" and the related
subjects of characterization, point of view, etec., the unit tends
to concentrate on heroes and characters in historical novels and the |
way in which understanding them helps us understand a novelist's
versir™ of the meaning of the rast. The student should be taught
to look as the heroes of historical novels lock--for the pattern in
the history which the novel renders. He ought to learn to think
of the discovery and examination of this pattern as one of the most
significant and rewarding aspects of the study of this kind of novel.

B. The Perspective of the Histcrical Novel

The "perspective" of the historical novel may be defined as
the general point of view from which the novelist treats his events.
The psychological impact of an historical event on a character may
be, for example, one device by which the author may create an
interpretation for history. Tolstoy establishes his "perspective"
in War and Peace primarily by displaying, in various ways, the
psychological and moral impact of events. This is especially true
in the battle scenes of the books, where the reader is introduced
to the experience of batiie and where crucial movements of history
are depicted as a kind of mental and spiritual confusion. Religion,
philosophy, polities, art may all furnish potential "perspective!
for an interpretation of history, but generally the novelist, at
least partially, works out a versici of history and its meaning as
he writes his book, perhaps reinforcing or reshaping a previously
taken position (as Dickens does with Carlyle's position) or refuting
the previously taken positién by showing that it simplifies, distorts,
or ccnfuses "what really/ﬁappened" (as Tolstoy does with Carlyle's
position). 7

The student should be encouraged to look for the persgective or
general "philesophic position," from which the author develops his
ideas. As a novel becomes more complex, this task becomes more
difficult. Part of the problem liere is ralated tn the problem of
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"point of view" in character study (cf. The Making of Heroes unit).
In some cases, a historical novel's "point of view" may be the
limited narrator's point of view as in The Red Badge of Courage; in
others it may ;o an ommiscient "point of view" as in The Tale of Two
Cities. In the case of cither kind of novel, we observe people
observing history and making judgments as to what makes events
happen, what the events mean, and what should be done next given

the events which have just happened. Ve have to decide whether the
peorle in the novel judge the events reliably. Moreover, our reading
of the events is colored by the way the events themselves are re-
ordered in the novel. The events as portra; 2d in the novel constitute
a commentary--straight forward or subtle--on the events '"which really
happened." The student :must be clear about what he thinks "really
happened" to perceive what is the perspective from which the novelist
views these events,

The student should be clear about the difference between what
the novel says about the wvents and what some character in the novel
says about them; this can be a particularly difficult problem when
the author is in a "single mind" narrating from a limited point of
view. Here th~ meaning of the event--if it is different from that
which the main character observes--must be commmicated indirectly by
symbol, irony, suggestion, control of consequence in the plot and
so forth. If the author is in a single mind throughout the book
and that "mind" is a reliable one or if the author uses an omniscient
point of view but sees most events from the slant of a reliable,
honest, perhaps "innocent" character whose sense of the meaning of
events is not obviously contradicted by the events themselves (or
by the reaction of other reliable characters), then the reading of
the events given us by the "single" or "central" mind, the limited
narrator, is probably pretty much also the book's (the author's)
reading of theu, In other cases, the limited narrator or first-
person narrator may be undercut. He may be shown to be blind. He
may be shown to be solipsistic and selfish. He may be displayed as
imperceptive and superficial, simply lacking in the intelligence,
Judgment, or good sense necessary to read the meaning of significant
events. From time to time, Henry Fleming in the Red Badge of Courage
is undercut in this way, and the reader has to construct the meaning

of the events he experiences by watching moie indirect clues than
those provided by being in his mind.

In novels where the omniscient perspective is used, one may

have a presentation of a whole spectrum of characters--some good
and some intensely evil--none of whom perceive the full implications
of the events they witness as these implications are suggested by
other devices in the novel-<the plot pattern, symbolism, and evocative
language of the novel. Such is pretty much the case in The Tale
of Two Cities. Sidney Carton does what history asks him to do

1f the essay included in this packet concerning the Tale is accurate).
Carton interprets history accurately, but he does not do this because
he has the same sense of whai history means as Dickens does., Carton
hardly has any sense of history at all; he only has an intuition of
what heroic qualities demand. Io one in the Tale knows as much as
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the omniscient narrator dres about the meaning of the events rendered
in the Tale. On the other hand, in War and Peace, Napoleon has

a strong historical sense, but he misreads the events as the author
sees them; Kutw ov has a different historical sense and reads
events as Tolstoy does; between these two is a whole spectrum of
pecple who in varying degrees "understand" or "misunderstand" the
history which they live through. We understand this by observing
the difference between the events which Tolstoy's men live through
(the causes of the events, their appearance and effects) and the
way his men see these events., We also understand this because
Tolstoy, particularly in the uncut version of Var and Peace, tells
us. He tell us what the history rendered in his book means, how
it comes about, and which of his characters understand it correctly
and act on a solid basis.

The "hero" in the historical novel may thus, relate himself to
history in two important ways:

l. He may act in history with a justified courage, justice or
control; h: then becomes like the epic heroes studied in the
"Making of Heroces" unit, heroes who were also thought by the
ancients to have been historical.

2. He may "interpret" or "read" the history he lives and either
establish the novel's persvective on a set of historical events
or establish one of the possible readings of events which the
novel qualifies or disregards.

When the historical novel hero interprets history, he becomes
different from the ancient epic heroes in this-<that he has to try
to find the meaning of historical events in the events themselves.
He is not allowed the privilege of Achilles and Aeneas, the privilege
of. learning whac history is and is for by having the Gods or their
oracles tell him, The "perspective" from which a novel as & whole
views historical circumstances and the "perspective' from which the
hero views them may not corresrond in a l-to-1 way; students need
to learn this. The analysis of a novel's perspective on history
will often prove the best key to the nature of the historical ideas
and the human values with which the novel i: concerned.

C. The Literary Contribution of the Historical Novel

The student should be encouraged to estimate the historical
novel in terms of its similarities to and differences from history
and purely imagirative fiction. He will then have begun to form an
idea of the literary contribution of the historical novel. The
study of history does not generally concentrate, as does the historical
novel, on the relation between the whole person and the events of
his time. Ot'er tyres of fiction, on the other hand, are not as
concerned with established historical "fact" as history. The historicai
novel, in taliing a middle pesition between "fact" and "imagination,"
is an intuitive, creative seeing into a real past. In the case of
this unit, the novels are paired so as to display the contrasting
persrective or clocely related events which anthora may ereate; both
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Track A novels, 4 Tale of Two Cities and War and Peace, deal with

the period French revolution and the Napoleonic wars and endeavor

to demonstrate, from oprosing perspectives, the function of the hero
and the "causes of his“crical events"in that time. Both Track B
novels deal wita the period of the American Revolution and the
"Napoleonic! years in America--the War of 1812; again the perspectives
are different as are the heroes,

D. The Beginning of the Historical Novel

Sir Walter Scott is generally regarded :s the father of the
historical novel. But since this literary form gradually developed
out of a variety of other genres, Scoti's title is rather arbitrarily
imposed. The Gothic novel, the romance, fictive reporting, and
especially the level of menners are literary types that contributed
something to the historical novel.

The Gothic novel, popuiar during the later 18th century, and still
quite popular in our own day, treats of the mysterious, the miraculous, |
and the supernatural in faintly sinister, often medieval, settings.
The favorite ".stage" for the Gothic novelist is usually an old castle,
a crumbling monastery, or, in our centry, an old house. The favored
characters are ghosts, madmen, raving scientists, and sub-human
monsters. The Gothic plot usually revolves on an ancient tale of
murder, suicide, revenge, prerversion, or a combination of these.

Part of the attraction of the Gothic novel lies in its ability to
recall a dim, romantic past. The very ropular novel of romance
treats the amorous attachments of its characters as a central issue.
It usually twists the rea. ity of human situations in order to glorify
the inclinations of the heart, thus exposing the tenderest sentiments
of the hero and heroine. War, for example, is often viewed only in
terms of gay flags, rolling drums, and noble sacrifice.

Fictional rerorting is fiction that is written as if it were
fact. Daniel Defoe's Journal of the Flague Year, written in the mid-
18th century, and Jim Bishop's 20th century The Day Christ Died are
illustrations of fictional rerorting. The novel of manners made
perhaps the most significant contribution to the genre of the

historical novel. The major concern here is with the sentiments and
ideas of social groups,

The influence of some or all of these genres can be noted in
most 19th and 20th century historical novels. In the Tale of Two
Cities, for example, much of the novel turns on the romance between
Lucy Manette and Charles Darnay; Dr. Manette's imprisonment and its
grucsome effects creates a Qothic atmosphere. The description of
the Terror combines techniques of the Gothic with fictional reporting,
Dickens' careful delinestion of the differences in manners between
the French and English people, and between the upper and lower classes,
is of paramount interest in the author's presentation of the Revolution.

Scott was, however, the first to write what is clearly recognizable
as the historical novel. The enormous opwiarity of his books helped
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to raise the image of the novelist in the popular mind. After Scott,
the novel itseif came to be regerded more as a genuine literary form,
and less as a somewhat disreputable and corruptirg leisure time
activity for both author and reader.

Scott began his career as an historical poet, working with the
ballads and legends of the Scottish border. With the publication
of Byron's romantic poetry, Scott's popularity with the reading
public declined, and he turned to the novel. His first novelistic
effort, Waverly (1814), is clearly an historical novel. Previous
attempts at the historical novel--for example, Jane Forter’s The
Scottish Chiefs-- had been somewhat unsuccessful. In the general
preface to the Waverly novels, Scott acknowledges some of his
literary sources of imagination and gives a description of his
techniques. Scott saw the past not as a stiff record of mannmers
and events but as flesh and blood stuff. His historical imagination
dramatized the customs, social conditions, feelings and opinions
of past men, creating, as it did so, characters who not only
reflected their own age but enjoysd a measure of individuality and
eccentricity. But the rise of the historica novel in the early
19th century is perhaps as much due to changing social conditions
and the broad acceptance of certain philosophical ideas as to
Scott himself. The middle class was the major consumer of all
tyres of novels; and as this class broadened and felt its power
in English society more keenly, the novel increasingly reflected
middle class tastes, ideas, and prejudices. Tue highly romanticized
view of nobility in 19th century novels generally, and particularly
in historical novels dealing with a rather remote past, is one
exarple of how middle clas: opinions tended to influence the content
of the novel. ‘hat the novels of this rperiod extol are often middle
class virtues. In Scott's The Heart of Midlothian, as an illustra-
tion, the unwillingness of The heroine to tell a lie, even to save
her sister, is depicted as a general virtue of the common folk of
Scotland; her moral obstinancy and courage eventually bring about
a happy alteration of a severe law. This change, effected by a
simple girl, is clearly a class triumph. Scott's middle class
readers could easily identify their own ethical standards with the
industrious and thrifty Jeannie; and they could as easily see in
her victory their own growing power in the English Church and State.
Cne may remark that the Fnglish middle class and portions of the
vorking class were, in the early nineteenth century, acquiring a
sense of history through the publications of societies for the
advancement of knowledge, etc.
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Johnny Tremain

The teacher should encourage the students to look for meaningful
patterns in the historical events leading to the American Revolution.
This should not be difficult since Johnny Tremaein himself, with whom the
students will probably identify, is engaged in finding a meaning for
what is happening. Though the "point of view" of the book is omniscient
and we are in several minds as we read the bock, we are pretty much asked
to accept Johnny's reading of history (students may wish to quarrel with
the view that the book asks us to take Johnny's position and they should
be encouraged to do so--to show instances where Johnny is undercut) .
Johnny eventually allies himself with the revolutionary movement, but
he is not so fanatically dedicated to it that he cannot feel any sympathy
for the loyalists znd to some extent see their point of view. He has to
sort out "goodies" and "baddies" on a more complex basis than that
provided by simply knowing who is on what side. In this respect, Johnny
if different from Rob. Rob is a dedicated Whig from the beginning, and
his heart is set on fighting. He does not make Johnny's complex judgments.
As Jolnny judges, he sees that Mr. Iyte is an example of a "bad" Tory,
one who has apparently aligned himself with the British side out of
commercial motives. His punishment by the Milton mob, and his stroke,
consequent upon the attack, turns him into a somewhat pathetic figure.
Lieutenant Stranger is an example of a "good" Tory. He takes an interest
in Johnny, can laugh at a joke played on him, and is careful to exercise
tolerance for the populace in general. The patriots do not appear in
Johnny's eyes as stereotyped heroes. Paul Revere and Dr. Warren are
kind, great men for whom Johnny has unqualified admiration, but Sam
Adams is pictured as a radical who is trying to manipulate his com-
patriots and the populace as a whole. Johnny does not, as the narrative
clearly shows, totally approve of Sam Adams. Dr. Church is a revolu-
tionary only because of the advantages it may bring him, just as Mr. Iyte
is a Tory for buiness, rather than political, reasons. Uncle Lorne is
a patriot, but a somewhat timid one. The student should be made aware
that the author has not presented a "good" side and a "bad" one in the
novel. When Johnny becomes a member of the rebels, he has seen more
greys than blacks and whites and he joins out of chance as much as out
of conviction. James Otis' speech gives him, finally, a sufficiently
philosophical basis for his activities. But even so, Johnny is aware
of the value of the passing political order. As a British flag moves

past him in Boston, he cannot decide whether to remove his hat, for the
first and last time since Gage arrived in Boston, or not.
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In making a judgment on the men and events involved in the Revolution,
the student is probably experiencing an interpretation of history d;fferent
from his own. He is learning that the Revolution did not turn on simple
black-and-white distinctions between the evil, bumbling redcoats and the
virtuous, efficient Americans. It is not a question of tyramny or
freedom in Johnry Tremain. This is the cry of Sam Adams. The real
issue, as Johmny himself finally understands, is between English liberty
and American liberty. Johmny is a reliable judge of the events which
the author creates for him to observe.

The social situation of pre-Revolutionary America to which the
student is introduced may also be something of a surprise to him.
Johnny is rejected as a human being in the early part of the novel
because he is not, with his burned hand, an economically useful
instrument. Even Mrs. Lapham, in her role of a substitute mother,
rejects him, grudgirg the very food he eats at her table. Johnny finds
the rest of society indifferent to him; at best, society can only pity
him, as does Mr. Hancock. The personal warmth of Rab, who does not
grudge Johnny food, but instead asks him to sit down with him and share
his dinner, surmounts the coldly commercial treatment Johnny has received
from his society. Because of Rab's kindness, Johnny regains his faith
in society. At the end of the book, significantly, he finds that he
belongs to the land and the people.

Problems of justice enter into the story and the students should
be made aware of the many questions concerning social and political
justice Johnny Tremain faces. Mr. Iyte's attempt to hang Johnny, and
the stealing of the cup, is a problem of "justice," no less than
Johmny's rejection by society, the Boston Tea Party, and the whole
Revolutionary War are questionz of justice. Johnny's historical veri-
similitude, or protability as a character in this particular
historical setting, is greatly enhanced because he confronts key
issues of society and politics. He is directly involved in such
issues, and is not mercly an onlooker.

The general viewpoint from which the story is told is the viewpoint
of adolescence. The student should be made aware of the fact that the
narrative is framed, and to a certain extent colored, by a boy's struggle
to grow up. This has some bearing on the interpretation Johnny gives
to what he sees going on around him and perhaps should qualify our
previous remarks about Johnny as "reliable observer." He is, for
example, quite idealistic; his idealism makes him usually sensitive to
James Otis' patriotic appeal. The deep hurt he feels over Isannah's
attitude toward his hand, his despair over his social rejection, his

deep admiration for Rab, are other manifestations of the idealism and
sensitivity of youth.

Some of Johnny's problems are typical problems of a "growing boy."
He feels the first pangs of romantic love and jealousy, for example,
and develops a significant friendship with another boy his age. He
comes to reslize his responsibilities as an adult. His attempt to
protect Isannah from lavina is an illustration of his increasing
raturity; his changed attitude toward Dove, when Dove becomes a stable
boy for Afric Queen, is another. Johmnny is not only figure-set-in-
history, the students should realize, but an individual as well.
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) Tremain should be re’~t~d as closely as possible to the other
herogshgﬁg student has met in th: course of his study of literature.
Johnny is finally a courageous boy, though he does not become courageous
w.thout a struggle jainct the "cruel eyes" of the musket., He coptlnually
deronstrates a deep rassion for justice~-whether ?he general, social
justice, which James Ctis pleads for, or the justice to a child, such
as Isannah, which Johnny demands from lavina. Johmny's control over
himself grows throughout the novel. His hatred for Dove and for the
La* hams, for example, eventually becomes sympathy for them. His
pridence is so noticed by leaders of the revclutionary movement that
they trust him with highly important information.

The students should be asked to assess Johrmv's vision of the American
revolution when th. vy have finished Johnny Tremain. _Having read a hlstori-
cal novel, they r nt very pru¥rily discuss the differences between

history and the historical nwn Al between the purely fictional novel
and the historical novel, o

vv,.“

Captain from Connecticut:

Captain from Connecticut iz essentially a novel of mammers set in
the War of 1812, Since everything is viewed and interpreted through
the eyes of a highlv disciplined American naval captain, the novel's
scope is rather limited. The story is deficient in one important
respect: it does not explore Captain Psabody in any depth. Peabody
Séems scarcely humap at times, especially when he paces the quarter
deck of the Delaware, But lack of depth of character is not an
uncommon failure in historical novels of manners. If the customs,
ideas, and prejudices of an age are the novelist's first concern,
then his hero must be carable of giving them as nearly perfect a
reflection as possi-le. Obviously the hero will be a "type" of man,
one formed by his ¢ ¢ and one who does not often judge the world .
differently than coes his age in general. The plot of the histoylcal
noval of manners is usually little more than a vehicle for allowing the
avthor to display the hero as a man of manners.

The captain from Connecticut does, however, display enough individ-
Na:ity to seem believable. In the last chapters of the novelf when
2 falls in love and must decide between loyalty to his new wife and
iryalty to his duty, he seems more nearly like us and thus more nearly
Celieveble, The e disodes of Peabody's early 1if:, which now and then
*lash intn his mi* i, also tend to give the figure of the hero individ-
dalistic proport' 1s, Some of the reading and discussion questions
-t the student packet are designed to help the student come to under-

Suand fow Captain from Comnecticut functions as a novel of manners and
as a nistorieal rovel,

. The author of Dartain frem Connecticut has internalized, in the
figure of Captain Peauody, a number of generalized social problems.
Peabedy's instinets are those of the Connecticut farmer; he wishes to

deal with life jn a simple, direct way, and scorns the "niceties" of
society.

Ly But his position as Captain of the Delaware forbids him to
do this, le is forced to bridle his temper and assume
In the incident between the Delaware and the

Time and again,
the "correct" poszitien.
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Ti resse, for example, he must apologize, thourh he hardly wishes to

do so. His treatment of captured enemy capt..us, his attention to
pretocol while he anchors in a neubral port where ships of the enemy
are also anchored, and his clumsincss on the dance floor are further
examples of the galling which con be produced by the harness of accepted
behavior. In the -erson of Captain, the refinewcat of the 0Old World
meets the vigor o the New; it is up to him to resolve the sometimes
contradicting clu..as of both.

There is another social conflict internalized in the soul of Captain
Feabody. In the eyes of society and in his own eyes, he is not only a
fighter, but a diplomat. He must consider strategy as well as tactics.
Foabody dislikes the mission on which he has been sent; he does not
think it quite honorable that he must run from the enemy war ship, if
he can, in order to prey on Britain's helpless merchant chipping.

Such a policy fits well into America's strategy for the war; but it
runs counter to a navy man's idea of himself as a tacthical weapon
against an enemy navy. In other words, Peabody finds himself torn
between the role a naval captain oupht to play and the role his orders
demand that he play. At times he thinks of himself and his ship as a
jackal among sheep. His behavior in this strife between honor and
necessity is well worth noting {cf., for a contrasting stance, the
behavior of Captain Vere in Billy Dudd, 1lth grade, Sin and Loneliness.)

A third social conflict, between enterprise and Providence, enters
into Peabody's thinking. The duty of man is to do all he can to arrive
at the haPPiest selution to a given problem, but Providence, to Peabody's
way of thinking, finally decides whether a man is to be successful or
ncs. Sometimes Providence will work against a man in an obvious way
wl..le expecting the man to fly in her face. "Even a losing battle

m it be fought out to the end," Peabody remarks, as the Calypso,
Racer, and Bulldog close on him. "If Providence had declared against
him he must fight Providence to the last, for that was the only way to
€arn the.approval °f Providence." Peabody is constantly faced with
the difficulty o” trying to reconcils his own independence with what .he
believeg to be tis acts of Providence. He is only content when he can
do nothing, when everything depends upon the will of God. He is thus

a kind of representative of the Puritan dilemma. He sees the universe
as completely controlled by Providence; yet he is also convinced of his
own power to alter the course of events. There is really no very good
solution to such a paradox. The only answer, perhaps, is the duel.

In an evenly matched duel, with each of the antagonists attempting to
destroy the other, man is comfortably helpless while Providence makes
a life-and-death decision, Peabody arranges such a duel in the final
pages of the hook., Though convinced he will be killed, he keenly
antlclpa?es the battle. OUnly the arrival of the packet boat from
Europe with the news of peace prevents the Providential decision.

Mach of Peabody's courage and cerenity in the heat of battle arises
out of his Calvinistic conviction that he is in the hands of Providence.
His position is here very like that whieh is parcdied in Billy Budd,

as.that novel is interprcted in the 11th grade "Sin and Inneliness"
unit. :




Peabody's conscience, despite the external state of affairs,
determines the morality of his actions. When he finds that the duel
wi- 1 Davenant was not truly a duel, for exam '., he refers to his
previous intention 1o fight a real duel. This reference to his intention,
and not the fact that no duel has been fought, satisfies him. He does
not explain the situation to the Iritish captain and grant him the right
of redress once more. Peabody's moral guide, in other words, is inside,
not outside him, '3 is, once more, in his depenience on conscience
unsupported by ov ide authority, the Puritan and Calvinist.,

An emphasis on manners is typically combined with romance in the
historical novel. The captain's sudden love for Anne de Villebois is
treated in the fashion of romance writers: Anne is appreciated more
for her rhysical qualities, for her femininity, than for-her mind.and
moral qualities, There is some justification in the structure of the
novel, however, for the Captain's reaction to her. His Calvinistic
beliefs, beliefs so strong that he believes it sinful to think of women,
have sheltered him from romantic involvements. His strict attention to
duty and the nature of his work, plus the haunting merory of his mother,
have also kept him away from feminine society.

Peabody is not, by any means, a perfect man. Now and then his
opinions will reflect the ignorance of his age. His distrust of Dr.
Downing's medical theories is one examples of such ignorance. He is
a proud man, often '.lind to his own faults, His readiness to fight a duel,
his casual attitude toward Jonathan's insolence aboard ship, and the
sharp attention he pays to the discipline of his officers and crew
testify to the nature of his pride. He can also be a vicious man: his
treatment of the Negroes captured off St. Kitts, for example, is not
syrpathetie, although it does prove effective.

The most difficult decision of his life comes after his fight with
the.pirates. His near escape from death and Anne's tenderness to him
during his convalescence tempt him to forget battle and to finish the
war by remaining ir. the Martinique harbor. But he chooses duty before
love. This is in .arp contrast to the choice of his brother Jonathan.

Students should be encouraged to examine Captain from Connecticut
as the study of an 18th and early 19th century man, and as an example of
a particular type of historical novel, the historical novel of manners.
In this type of novel, manners determine morality; in fact, manners
are morality in many instances. Some of the reading and discussion
Questions in the student packet are designed to help the student under-
stand faptain from Commecticut s a novel of manners and historical
novel, They should also be asked to recognize the frequent short-
comings of this type of historical novel, a type in which the honest
dgl}neat}on of character is subordinated to an effort to give a super-
ficial picture of the manners of the time. The use of a romance theme
in the novel might well be pointed out, A profitable discussion might
quest}on the "reality" of the novel's historical surface and the
plausibility of the romance *theme within the novel, A consideration of
the manners as they affect morality can lead tu an attempt to judge
Captain Peabody in t.erms of courage, justice, and comtrol, All three

of these virtues as the Captain exhibits them are rooted in the Captain's
attitudes toward Frovidence and his concept, of duty.
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The Hero in A Tale of Two Cities and War and Peace: Carlyle, Dickens
ard Tolstoy.

The two Track A novels in this unit raise more serious questions of
"r.7ilosophy of history" and deal more profoundly with the question of
the function of the hero than do the two Track B books. Both books
arc concerned with the period of the French I »v~lution and the Napoleonic
Var -; both are efforts to discover what made these cataclysmic revolutions
devuted to the annihilation of past things and to the creation of new
ones. Both can be seen as taking their point of departure from the
work of Thomas Carlyle, the great:st 19th Century English artist-historian
and the one Englisl san who wrote ''popular histor:i.zs" favorable to the
French Revolution - id Napoleon,

A, A Tale of Two Cities:

Thomas Carlyle has been seen as the first ,.ecursor of Hitler's
kind of philosophy, the first Fascist, the first real critic of
democracy, and the most radical thinker of the 19th Century. None
of these views of Carlyle is precisely accurate; they suggest why
his kind of view of history interested Tolstoy and Dickens, Dickens!
book may be seen as an effort to extend what Carlyle says; Tolstoy's,
as an effort to attack it; Dickens, in his introduction to A Tale,
says that '"no one could hope to add anything to the philosophy of
Mr. Carlyle's wonderful books" (The French Revolution). On the
other hand, Tolstoy, in the uncut version of War and Peace,
constantly attacks historiansz who express views like those of the
author of The French Revolution and Heroes and Hero Worship. One
may well inquire what these great novelists saw in Carlyle's kind
of vision of hiruory that made it worth supporting or attacking.

If Scott "invented" the historical novel (that is, made it a
popular genre), Carlyle "invented" history-writing as an exercise
in displaying a philosophy of history--made it a popular genre in
19th Century England. History writing with Carlyle was as much
an act of imsgination as of research, He became popular because
he brought to the writing of history such a literary flair, such a
capacity for making heroes vivid and mob actions massive, battles
epochal and peace ominous, such a capacity for handling Biblical
language, histc:ical dialogues, razzle-dazzle figurative langusge,
paradoxss, pi’ 7 epigrammatic statenents, as made the novel in
his period secw almost dull by comparison, Small wonder then that
novelists learned from his literary technique--particularly Dickens,
Carlyle's philosophy of history and the literary technique which he
uses for rendering it are, of course, one. But for the purposes
of this discussion, we may separate the two. 1hat did Dickens mean
by the "philosophy of Mr. Carlyle's Wonderful Book"?

Carlyle believed that nature is best understood not as a "machine"
with an unchangzing system of regularities (a clock, for instance) as
earlier scientists had seen it but as a self-correcting organism, a
kind of living-dying animal, in which nothing can happen in exactly
the same way twice and in whieh constant adjustnents, echanges,
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permutations--casting away of old chrysalides--are part of the life
process. In th: center of this on-going life in Nature, Carlyle

saw a spirit-life, a divine fiery Imagination constantly making

new "poems," new things in najure and discarding old things.

This spirit-life or divine Imagination is Carlyle's version of God,
As old species are discarded, new are thrown out by the cosmic
Energy. Man, Cerlyle saw, as either trusting his intuition, his
vital energies and imagination, and cooperating with the Life that
impelled nature or as standing in the way of this Life by regarding
the world as lik: a clock, trimming his imagination to mere piddling
and counting out "atoms" in the technologist's science-house, or
frittering his 1life away in efforts to preserve things which nature
and man's inner needs would shed, which the divine Imagination will
surely destroy, and which tend to make man's life mean, meaningless,
contemptible. The man of intuition, the .- ophet, the priest, the
"king," and the mob-member under absolute conviction of the rightness
of his action--these trust to intuition, questioning nothing of what
they do, as they move with a Ged-like poetic fury,

Carlyle loc .ed to history to see what in the long record of man's
existence cor: -sponded tc the "natural' organic processes of death
and emergence and the Life-Force which he saw as governing these
processes, He saw, or thought he saw, the "divine" expressing
itself in history by shedding off whatever institutions or procedures
in man's social order are irrelevant to his collaborating with the
divine energy and creating in their place forms of social life
which are "vital." Concomitantly. he saw the god-like as appearing
in history in two forms: (1) the divine fury of mobs and great
armies, which so rely on intuition as to be absolutely confident
of their rightness in destroying what is dead or petty or socially
unfunctional (whatever does not keep alive the energy of a people,
relate them to their landscape and or to the creative mjfe-force");
and (2) the divine energy of heroes who lead mobs and masses of men
after they have destroyed the useless and old and make them, en masse,
subservient to a new will and purpose. The hero gives the masses a
Job to do in rebuilding a new vital kind of social organism; he
reinvests life with meaning.

Lickens saw history much as Carlyle saw it. Carlyle saw his
own age as one of chaos and social degeneration. England's expansive
industrialization throughout the 19th century had disrupted national
life to an incredible extent; workers were crowded into sprawling
slums of the industrial towns, they found themselves at the mercy of
rapacious employers, often lost their jobs through no fault of their
own, and were given over to starvation and gin. No wonder that they
smoldered with resentment against a society that so unjustly imposed
its burdens upen them, Carlyle correctly saw that the nation was in
the midst of a vevolution. For the time being, it was a purely
industrial onc, but he warned that unless something was done, some
sweeping provision made for industrialized society as a whole, the
inhuman inGustrial revolution would become a quite human revolution
of the oppressed against their oppressors. He argued that nature,
or the law of the universe, was such that it would visit retribution
on a ruling class that had so completely given themselves over to
the worship of profit (Marmonism) and pleasure (Dilettantism)., He

e
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saw France as raving thrown oIf one old shell in the French Revolution;
he saw Ingland .s ready to throw off another.

Dickens, in A Tale of Two Cities, takes an analogous view of
British Mammonism, Tellson's Bank and the British nation are
compared in Chapter 2 of Book II. The compariosn is possible
because both resort to one recipe for success: death. The same
tomb-like atmosphere dominates both France and England; in both
countries the tomb is sealed in blood and cruelty. France's tomb
is the Bastille; England’s tomb is her institutions, especially
her commercial institutions~-Tellson's Bank. (Tn Bleak House and
other of his novels, Dickens often uses the image of the tomb and
the prison to describe the worst aspects of English society), Englands
people are no better than its national institutions. The crowds at
Old Bailey are like blue flies, waiting to descend upon a piece of
carrion; when Charles Darnay is acquitted, they are disappointed.
Such images as flies, jackals, lion, dog, deer, and so forth tie
the English portion of the novel together on a symbolic basis.
Through this sym’ olical technique, Dickens is suggesting that the
"eivilized" indu.trial city is itself a jungle. The instincts of
its inhabitants are the instincts of vicious animals. Sydney
Carton, for example, before he asserts himself, is characterized
as a jackal. An ancient belief held that the jackal brought down
the lion's prey. Sydney, who is the brai: = kehind Mr, Stryver,
;2ins the lawyer's fees for him, However, it is chiefly in the
“rench portions of A Tale of Two Cities that Dickens picks up from
Carlyle's vision of the meaning of historical change as it relates
the masses and their heroes.

In "A Parli- sentary History of the French Revolution," an essay
in Critical an :liscellaneous Essavs, Carlyle describes the French
Revolution as "the event of these modern ages." "Since the time
of the Crusades," he writes, "there is no chapter of history so
well worth studying." The French Revolution, he claims, "was at
bottom an attempt to realize Christianity, and fairly put it into
action, to get French Revolution in our world. For eirhteen centuries
(it is not denied) men have been doing more or less th. way; but
they set their shoulder rightly to the wheel, and gave a dead-life,
for the first time then." Carlyle saw the divine as coming into
French history in the French Revolution's "Christianity" and mob
energy, its revolt against sham Christianity and Bourbonism, and
Dickens seems to have seen the French Revolution in a similar light--
as the product of an intuitive "divine" throwing off of a sham political
shell Dy a justifiably violent mass of men moved by a creative energy
beyond themselves and by historical forces whose source lies in an
Energy outside history., In the end, he sees it as an effort to
realize a new spiritusl vision, Dickens is not interested in the
historical fact o the French Revolution as historical fact; he is
interested in it as it resulted from, and led to, the abuse of one
class by another and so illustrated Carlyle's law of historical
retribution on sham-celfish ruling classes. Hence, in the first
half of the book, the aristocrats, exemplificd by the character of
“ne Marauis, are clearly the "villains," ‘'Iheiv actinns speak against




16

them as does Dickens' devastating commentary. In the second part of
the novel, after the Fall of the Bastille, the people of Paris are
seen as even more ruthless than were their former oppressors, but,

) as the seamstress suggests, thnirs may be a ruthlessness which is
a necessary part of the resurrection of the sense of justice (Book
III, ch, 15). The ruthlessness of the mass is not without hope,
the rossibility of Yyesurrecticn though few scenes in the novel of
19th century are more brutal than those found in "The Grindstone'
chapter of Book III, '

Dickens, through a number of devices, creates the sense that the
mass acts as a single organism inspired by a mysterious "Imagination"
or "Foprce" which lies outside of history. First, he v.es a species
of symbolism or suggestion which hints that all poor men in France
are as one, that all are moving in one direction, a direction
"prophesied" by mysterious events and symbolic occurrences. He
begins the novel with a first chapter that estimates the historical
situation; he speaks of '"we", meaning the people, the masses. The
figures of the Farmer, who is sowing dragon's teeth of vengeance,
and the Woodman, who is preparing the tumbrils for the condemned,
are symbols of the rising mass force of resentment against oppression.
Nature and accident and man all say the same thing, The guillotines
are growing; the wine spilled before the Defarge shops spells
"Blood;" Madame Defarge pours from her knitting needles imaginative
symbols of the coming conflagration, France, its mass animated by
a single life,is poised to spring.

The representatives of the old forms do not read the prophecies
and are, in Carlyle's phrase, "Sham." They consider themselves
lords of the earth, capsble of any "miracle," Dickens, ironically
refers to them on the first page of the text as the "lords of the
state preserves of loaves and fishes," a reference to Christ's
miracle of multiplication of loaves and fishes. Bourbon civiliza-
tion calls itself Chrisitan, but it is not at all Christian, The
civilized brutality made manifest in the gallows,.the wheel, and
other instruments of torture and death show clearly enough how
Christ-like is the "Christianity" of the peoples of France. The
Christianity of the ancient regime is a Carlylean dead shell. The
hollow "sham" Christianity of the aristocrats has its reflection
in other "sham" religion. The subject of miracles is extended

into chapter 2 of Book I, Mr. lorry is raising a man from the dead.
Tet this resurrection is not joyf:l, but ominous, And other divinities
threaten to replace the Christian order: the Dead Sea divinities,
offering baskets of Dead Sea fruit (traditionally filled with the
ashes of bitterness) which surround the mirrored image of ILucie
Vanette, when Mr. lorry first sees her, are of ominous portent.
Later in the povel, these figures are personified, Madame Defarge
is a female di- inity, as is The Vengeance and the rest of the starved
and crippled ~rowd of womer. who live in the St. Antoine sector.

Yadame Defarge and her knitted symbols are the expression of a kind

of rersonified mass will to ‘avepge the sins of the past on the
present;‘she is one kind of Carlylean hero—the. hara as destroyer
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of the old order--the personification of mass chacs and mass intuition

Dickens uses exemplary charikcters to set forth his historical
view of the relationship Letween old forms and new energy. The
old order is partially symbolized by the Marquis St. Evremonde.
The portrait of the Marq-is is drawn in much the same way that
Carlyle drew the leaders of the old order in The French Revolution.
The Marquis' :~.nners, philosophy, and brutality are meant to typify
the French aristoeracy, His murder is a microcosm of the revolt;
that is, it symbolizes the larger, national upheaval that is to
take place and makes us feel that a mysterious energy is animating
the masses to throw off sham. He also suggests the laws of compen-
sation which govern history. BEvremonde kills Gaspard's son;
Gaspard kills him; Gaspand is killed; Defarge destroys Evremond's
"House"; Evremonde destroys Defarge's sister; Defarge destroys
Evremonde's son--almost, The blush on the Marquis! face as he tops
the hill on the road to his chateau, the ghost-like appearances of
his assassin, and the stone faces that decorate his mansion are
all symbols which lead the reader to realize the Marquis' murder
1s no isolated incident, An historical law is in operation. Only
So much oppression of the poor is rossible before the people spring
up to avenge themselves and the dead. The stone faces on the chateau
are frozen into an immobility of attitude; but eventually even these
stone faces change, or seem to, out of rage and shock. So too,
the aristocracy changes. Just as the chateau is finally destroyed
by the arsonist, age-old customs dissolve and crumble as the structure

of the nation is beset by the fire and storm of Revolution. Privilege
becomes penalty.

In Book II, what is prorhesied, what is organic historical law,
vhat has been "imagined in the divine imagination" comes to pass.
The past is always and everywhere present; historical laws are always
énd everywhere in operation. The storming of the Bastille, the
Scenes of the brutality of the mob, and the burning of the chateau
show the tremerdous rpower behind these historical laws. Charles
Darnay is draw.. to Paris as to loadstone rock (a loadstone rock is
a na?ural magnet)., Just as his honesty toc« him away from France,
5O his honesty brings him back. The human being cannot escape from
the h@storical organism that catches him up. The image of a storm
and fire, and the comment on Judgment Day, refer to the interpretation
of Judgment Day as it appears in John's "Revelations." The judgment
of the rich by the poor is a turning upside down of the social order;

it is rendered all the sharper by the comparison to John's description
of the Final Judgment of the earth.

_ In Book III, the Revolution is seen in its full furry. Now it
is the Revolutionists wio become the oppressors. Charles Darnay is

lThe absclute squalor of the St. Antoine sector itself and the wretched

condition of Dr. 1

tragedy,

fanette are also ominous signs of the coming historical
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imprisoned unjustly and held in secret under the New Regime just

as Dr. Manette was unjustly imprisoned and held in secret under the
Old. The nobility that Charles sees in prison are as passive and
bewildered as the poor were under the former government. The
Revolutionary fervor to purge society is seen as satanic at times:
this is especilly true in the scene at the grindstone in chapter 2
of Book III. As the revolutionary fervor becomes satanic, the need
for a "hero" who will stop the retributive process when it has done
enough (when it has its justice and has destroyed sham, when it
seems to be destroying for the sake of destroying) becomes evident.
Dickens' "heroes" are Darnay and Carton, and they too may be better
understood if they are laid beside Carlyle's savior-heroes. COCne
may look at Carlyle's conception of the historical hero before
looking at Dickens' two historical novel heroes.

The only way for any country caught in the cycle of retribution
and chaos to save herself, Carlyle argued, was for it to raise up
heroes. A country's progress, he insisted, has always depended
upon its heroes., He defined the leader-hero as (1) a completely
selfless man, (2) endowed with a prophetic wisdom, (3) able to
inspire and organize his society. His authority could legitimately
bg absolute because his vision and ability had been conferred upon
him by God or "Nature," a vision and ability which a "vote" of
the people would never provide them with. Indeed, Carlyle regarded
voting a meci.nical procedure, unfit to provide society, an organism
ruled by inscrutable laws, with true leaders. The totalling up of
decisions of petty men's wills could not make a hero-leader; the
trust of the people had to be in the men nature had clearly endowed
with heroic qualities~--such men as Mohammed and John Knox (the
hero as prophet); Milton, Dante, Shakespeare, and Rousseau (the hero
as man of letter); Mirabeau, Cromwell and Napoleon (the hero as
warrior). The hero's capacity to inspire and organize society
could be direct (as in the instance of Cromwell) or indirect (as
in the instances of Dante and Shakespeare and Milton). Whatever
his type, the hero brought a spiritual awareness to his followers.
ﬁe led them away from false loves, all of which consist essentially
in worship of the self, toward a new world, and society where the
values of the spirit (or intuition) and the social were primary.

Carlyle believed that Mirabeau and Dantcn were the potential
leaders of the French Revolution in as much as they rossessed, in
some degree, the three qualities listed above. But because they
failed to secure control of the Revolution's gigantic momentum,
because.they could not organize—as well as inspire--change, the
Bevolutlon ran a violent course without becoming an even more signif-
1cant episode in the history of modern Europe than it was; after it
threw off the Old Order of society, it did not sink the footings for
a New Order. Carlyle saw Napoleon as coming close to creating the
New Order, a Napoleon who is in selflessness, prophetic vision,

and capacity to act a little like a fusion of Charles Darnay and
Sidney Carton.

Carlyle's account of Napoleon in Heroes and Hero-Worship displays

something of what Carlyle saw as the function of the French Revolution
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as well as some of what he thought the function of the hero to be.
The account may help us with Carton and Darmay:

Precisely a century and a year after this (1688) . . .,
(after) Puritanism had got itself hushed-up into decent
composure, and its results made smooth, (by the restoration
of the English monarchy) in 1688, there broke out a far
deeper explosion, much more difficult to hush-up, known to
all mortals, and like to be long known, by the name of
French Revolution. It is properly the third and final act
of Protestanism; the explosive confused return of mankind
to Reality and Fact, now that they were perishing of
Semblance and Sham., Men have to return to reality; they
cannot live on semblance. The French Revolution or third
act, we may well call the final one; for lower than that
savage Sansculottism men cannot go.

They stand there on the nakedest haggard Fact, undeniable
in all seasons and circumstances; and may and must begin
confidently to build-up from that. The French explosion,
like the English one, got its King, --who had no notary
parchment to show for himself. We have still to glance
for a moment at Napoleon, our second modern King.

Napcieon does by no means seem to me so great a man
as Cromwel?, His enormous victories (which reached over
all Euroj., while Cromwell abode mainly in our little
England) are but as the high stilts on which the man is
seen standing; the stature of the man is not altered
thereby. I find in him no such sincerity as in Cromwell;
only a far inferior sort, No silent walking, through
long years, with the Awful unnamable of this Universe;
'walking with God,' as he called it; and faith and strength

in that alone: Napoleon lived in an age when God was no
longer believed, = # %

Yet Napoleon had a sincerity: we are to distinguish
petween what is superficial and what is fundamental in
insincerity, Across these outer maneuverings and quackeries
of his, which were many and most blamable, let us discern
withal that the man had a certain instinctive ineradicable
feeling for reality; and did base himself upon fact, so long
as he hel any basis. He has an instinct of Nature better
@han his culture was, His sarans, Bourrienne tells us,
in that voyage to Egypt, were one evening busily occupied
arguing that there could be no God. They had proved it,
to their satisfaction, by all manner of logic. Napoleon,
1ook}ng up into the stars, answered, "Very ingenious,
Messieurs: but who made all that?" So too in Practice:
he, as every man that can be great, or have victory in this
world, sees, through all entanglements, the practical heart
of the mattzr; drives straight towards that. When the
steward of his Tuileries palace was exhibiting the new
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upholstery, with praises, and demonstration how glorious

it was, and how cheap withal, Napoleon, making little
answer, asked for a pair of scissors, slipt one of the gold
tassels from a window-curtain, rut it in his pocket, and
walked on. Some days afterwards, he produced it at the
right moment, to the horror of his upholstery functionary;
it was not gold but tinsel! In Saint Helena, it is notable
how he still, to his last days, insists on the practical,
the real. Why walk and complain; above all, why quarrel
with one another? There is no result in it; it comes to
nothing that one can do. Say nothing, if one can do
nothing! He speaks often so, to his poor discontented
followers; he is like a piece of silent strength in the
middle of their morbid querulousness there,

And cccordingly vas there not what we can call a
faith in him, genuine so far as it went? That this
new enorn..us Democracy asserting itself here in the
French Revolution is an insuppressible Fact, which the
whole world, with its old forces and institutions, cannot
put down; this was a true insight of his, and took his
conscience and enthusiasm along with it, --a faith. And
did he not interpret the dim purport of it well? 'la
carriere ouverte aux talens, the implements to him who
can handle them': this actually is the truth, and even
the whole truth; it includes whatever the French Revolu~
tlon, or any Revolution, could mean. Napoleon, in his
first period, was a true Democrat. And, yet, by the
nature of him, fostered too by his military trade, he
knew that Democracy, if it were a true thing at all, could
not be an anarchy: the man had a heart-hatred for anarchy.
On that Twentieth of June {1792), Bouriemne and he sat in
a coffeehouse, as the mob rolled by: Napoleon expresses
the deepest contempt for persons in authority that they do
not restrain this rabble. Cn the Tenth of August he
wonders why there is not man to command these poor Swiss;
they would conquer if there were. Such a faith in
Democracy, yet hatred of anarchy, it is that carries
Napolecn through all his great work. Through his bril- -
liant Ttalian Campaigns, onwards to the Peace of Leoben,
one would say, his inspiration is: 'Triumph to the
French Revolution; assertion of it against these Austrian
Simulacra that pretend to call it Simulacrum!' Withal,
however, he feels, and has a right to feel, how necessary
a strong suthority is; how the Revolution cannot prosper
or last without such. To bridle-in that great devouring.
§elf-devouring French Revolution; to tame it, so that its
intrinsic purpose can be made good, that it may become
organic, and be able to live among other organisms and
formed things, not as a wasting destruction alone: is
not this still what he partly aimed at, as the true
purport of his life; nay what he actually managed to
do? Through Wagrams, Austerlitzes; triumph after triumph,
--he triumphed so far. There was an eye to see in this
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man, a scul to dare to do. He rose naturally to be the
King. All men saw that he was such. The common soldiers
used to say on the march: 'These babbling Avocats, up
at Paris; all talk and no work! What wonder it runs all
wrong? Ule skall have to gp and put our Petit Corporal
there!!' They went, and put him there; they and ifrance at
large. Chief-consulchip, Emperorship, victory over
Europe; --till the poor Lieutenant of la Fere, not un-
naturally, right seem to himself the greatest of all men
that had be.n in the world for some ages.

Carlyle's .iero-king bridles anarchy. He, half-hero, half-
prorhet, half-dictator, Ly his own will, tames a mob and creates a
new, intuitively satisfying vision of social order., He is sincere,
shamless, and selfless; he is a man of action rather than words.

His new vision has all of the virtues of the cld order, it conserves
the meaningful energy of the mob., It synthesizes a new society.

The paired figures of Sydney Carton and Charles Darnay in A
Tale of Two Cities may be considered against the background of
the Carlylean hero as figures prophetic of a New Order. Obviously
neither is a Napoleon. Dickens draws his models from somewhat
humble circles, partly because he is creating fictional characters.
Partly Dickens may have avoided choosing the grand Napoleonic
military hero as his "savior-type!" because he had less taste for
the military-dictator than did Carlyle. He was perhaps more taken
with the quiet prophets. In any case, Darnay is mostly hero-as-
rophet, and Cexton is almost exclusively hero-as-prophet--if we may
use Carlyle's language. Between them, they exhibit the selflessness,
the prophetic wisdom, and the capacity to inspire and organize
which Carlyle demanded. Carton is critical of his society, a
dreamer who, at the end of the novel, envisions a heavenly city.
He is both selfless and able. In another time and place, as Dickens
hints, he might have been a great man of public affairs. As it is,
bls service to the hoped-for New Order is a small, but no less
inspiring. Rui“ed and debauched by service to the old order in
England (Stryve »'s materialism), he makes a hercic sacrifice that
gains for Dr. ‘anette and the Darnay family peace and stability.
This sacrifi~. is symbolicj it is a solution to the whole problem
9f reconstruciion after historical oppression even as Madame Defarge
1s the solution to the problem of the existence of such oppression.
The heavenly city that Sydney sees in his imagination just before

he is beheaded is a new Jerusalem toward which he would lead the
French people.

One may inquire how Dickens persuades us that Carton, a
debauched animal, could do the Machievellian-altruistic act
which promises to save the New Order. Carton's act unites the
one just representative of the hatred of anarchy upon which the old
order was founded, Carles Darnay, with the one really attractive
representative of the intuitive freedom of the new order, Lucie
Manette. How could he do it? The answer probably lies in Dickens'
use of lucie Manette, Iucie Manette is a character without a great

Full Tt Provided by ERIC.

ERIC




22

deal of depth who vet acts as a kind of symbol of what the new order
should be. She is the chief force in the lives of those whom shz
loves. It is the vision of her that saves Dr. Manette's sanity
while he is in the Bastille; and, after he is released, it is Lucie
who unworks the ravages his long prison years have made upon his
mind. Charles Darnay is apperently redeemed from his past by his
own determinaticn, but lucie adds a seeming finality to the re-
demption by rar: 7ing hir.. Sydney Carton finds in Incie his last
great hope; i.c can believe in her, though he can believe in little
else on the - e of the earth. Even Miss Fross and Mr. Lorry, who
had never had a "family" in their adult years, are charmed into

the Manette circle by Iucie. It is no wonder that Dickens did nct
give her deeper dimensions as a character. He shows her nobility
by mirroring it in the lives of those whom she influences. Sydney
Carton's death is a sacrifice for ILucie in more than one way. He
is sacrificing himself, to be sure, so that she might live out the
rest of her life with the man she most loves. But he is al3o
sacrificing himself for what., to him and to the reader, Lucie
symbolizes. She is an emblem for the force ol peace and love which
Sydney would have trivmphant in a world of bloodshed and bitterness.
At the end of Chapter 5, Book II, for example, Sydney's love for
Lucie becomes a love for what she symbolizes. Sydney stocdon a
balcony in the early morning, sensing "waste forces within him, and
a desert all around . . . and saw for a woment, lying in the
wilderness before him, a mirage of honorable ambition, self-
denial, and perseverance. In the fair city of this vision, there
werc airy galleries from which the loves and graces looked upon
him, gardens in which the fruit of life hung ripening, waters of
hope that sparkled in his sight." Sydney Carton's is a completely
selfless man, endowed with a prophetic vision, capable of imagining
a new society anc of preserving those who might bring it to fruition.

_ Charles Darnay is Sidney's double in more ways than one. Dr.
Mz.mette and Dar ay are both innocent of their past, but they cannot
finally be sepa.ated from it. The sounds of footsteps as a

storm breaks ov.r London anticipates Dr. Manette's well-founded
apprehensions that he cannot break with the past. Tt catches up
finally with ° :th Dr. Manette and Darnay though both imagine them-
selves free of it. They are made to be responsible for what they
have tried to escape. Only Sydney Carton's noble sacrifice can
save.them from the senseless death implicit in the continued
appllcation of the logic of retribution after the price has been
paid and the organism cleansed. His vision and sacrifice save
Darnay's anti-anarchic democratic vision and ability to organize.

Dickens shows, as does Carlyle in The French Revolution, that

thoggh.past sins will receive their just punishment and past shams
thelr.mcgndiary destruction, destruction does not always stop
when justice is done. Though the logic of present retribution for
past sin seems to be coming down on the house of Evremonde and
Darnay, Manette's letter®s evidence 1is only evidence against
"Evremonde" and his management of his estate and underlings,

not, against Darnay or the ideal estate society which Darnay




23

establishes after Evremonde's death. Darmay and Manette both
represent that confederation of Democracy with Order which the
Revolution needs. Such a vision is in danger of being wiped out
by Manette'!s letter. Charles Darnay ic the child of the old
order (St. Evremonde) but he knows that the old order's stability
is tyranny and recognizes that the organism must be reshaped if
it is to survive., In his conversation with his uncle, Darnay
defines his "philosophy" of frsedom without anarchy as the basis
of a new society and work as the basis of a new nobility (cf.
The Gorgon's Head, Book II, chapter 9). Darnay's estate under
Gabelle is a just society, a new soclety more revolutionary than
that in Paris where the ownership of progerty carries responsi-
bilities for the owner but no privilege.

In the final chapters of the novel, Dickens re-states the theme
that he has woven into the narrative. Oppression begets oppression
as surely as the rast gives bhirth to the present. "Crush humanity
out of shape once more, under similar hammers, and it will twist
itself into the some tortured forms. Sow the same seed of rapicious
license and oppression over again, and it will surely yield the
same fruit according to its kind." Darnay and Carton are the

heroes who twist mankind out of its tortured form and set its eyes
on a new vision.

The heroism of Sydney Carton is a strange mixture of despair,
love, and courage. He has become disillusioned with life. Yet
his disillusicnment is also a kind of hope; he believes in a
better world, a world exemplified by Imcie and Charles. He gives
himself to the axe in the conviction that his death will help to
create a new race and a new hope. The children of Iucie and Charles
are the final justificatlon of his death. His public duty, the
obligation of the individual to - his society, and private duty,
the obligation of the individual to himself and to those he loves,
blend in his act of sacrifice. He redeems society, redeems his
friends, and redeems himself from the past. "It is a far, far
better thing that I do, than I have ever done; it is a far, far
better rest that I go to, thwn I have ever known."

1

The arrival of Sydney Carton at Paris and the discovery of Cly and
Basard, former spies for England and the 0ld Regime, allow Charles to be
saved. Dickens stretches the reader's credibility somewhat in doing so.
It is almost too convenient that Cly and Basard should show up in Paris
and that Sydney should both knew and find Basard; it is equally convenient
that Basard should have access to the prison and can be blackmailed into
acting as Sydney's accomplice, Sydney's remarkable resemblance to Charles,
the fact that Defarge is Dr. Manette's old servant, and the revelation ot
Madame Defarge's relation to the boy murdered by a meiber ci Darnay's
family--these coincidences, too, are scarcely credible. The major weak-
ness of the novel is the dependetice of the plot on these coincidences.
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Wer and Peace
Dickens' herocs make history; Tolstoy's are made by history.

Dickens' massce are a single live organism animated by a single
inner fire; Tolstoy's masces are individuals acted upon by infinitely
complex physical laws.

War and Poace, whose final Russian text runs to over 1900
pages, is cormouly regarded as the national epic of the Russian
people. It is . work of art that expresses a people'c spiritual
strength, es,ccially such strength as is manifested in their
ability to e are in the face of a disaster. A good example of
this view of the book yut to practical use occurred in World War
II. Half a million miles of Russia had been overrun by the German
armies, and Leningrad was under a siege. The Soviet government
brought a large number of new editions of the novel as a means of
encouraging national resistance to the invaders., More than 500,000
copies were distributed in lLeningrad alone. But Wer and Peace is
not simply a national epic. It attempts to present a particular
view of history, to express a comprehensive code of morality, and
especially to picture Russian life at the turn of the 19th century
The "picture" js drawn in terms of the environment of Russian
society, particularly the society composed of the wealthy ruling
class of the nation. The wenkness of the society are ruthlessly
exposed. But its virtues are also revealed.

.wgr and Peace is an historical novel because it reviews the
Folitical events between 1805 and 1814, focusing in detail on
the French-Fussian conflict of 1812 (As Johnny Tremain and
Captain frox Connecticut both concern the American revolution, so
L Tale of Two Cities and War and Peace both concern the aftermath
of the French Revolution). National policies are examined in
terms of the n.n who made them; the Russian, Austrian, and French
Emperors and the lesser men who supported them. The spectrum of
these lesser figures runs from German strategists to diplomats to
civil servants engaged in the internal administration of the state.

But War :nc Peace is also, in a sense, a novel that seeks to
debunk the oruinary reading of history and especially Carlyle's
¥ind of readiug of it. OCne may observe how different is Tolstoy's
view of Napoleon from Carlyle's by looking at Tolstoy's bitterly

ircnic account of the way in which historians write about the
French Revolution and Napoleon --

'Iouis XIV was a very proud and self-confident man. He
uad such and such mistresses, and such and such ministers,
and theyr roverned France badly. The heirs of Louis XIV
were also weak nen, and also governed France badly. They
als? had such and such favourites and such and such mistresses.
Besides which, certain persons were at this time writing books.
By the end of the eighteenth century there must have gathered
in Paris two dozen or so percons who started saying that all
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nen were free and equal. Because of this in the whole of
France people began to slaughter and drown each other. These
people killed the king and a good many others. At this
time there was a man of genius in France--Napoleon. He
conquercd everyone everywhere, i.e. killed a great many
people because he was a great genius; and, for some reason,
he went off to kill Africans, and killed them so well, and
was go clever and cunning, that, having arrived in France,
he order.d everyone to obey him, which they did. Having
made hims<'f Emperor he again went to kill masses of people
in Italy, .ustria and Prussia. And there too he killed a
great many. Now in Russia there was the Emperor Alexander
who decided to re-establish order in BEurope, and therefore
fought wars with Napoleon. But in the year '07 he suddenly
made friends with him, and in the year '11 quarrelled

with him again, and they both again began to kill a great
many people. And Napoleon brought six hundred thousand men
to Russia and conquered Moscow. But then he suddenly ran
away from “oscow, and then the Emperor Alexander , aided by
the advice of Stein and others » united Eurore to raise an
army against the disturber of her peace. Napoleon's allies
suddenly became his enemies; and this army marched against
Napoleon, who had gathered new forces. The allies conquered
Napoleon, entered Paris » forced Napoleon to renounce the
throne, and sert him to the island of Elba, without, however,
depriving hin of the title of Emperor, and showing him all
respect, in spite of the fact that five years before and a
year after, cveryone considered him a brigand and beyond
the law. Thereupon ILouis XVIII, who until then had been an
object of mere ridicule to both Frenchmen and the allies ,
began to reign. As for Napoleon » after shedding tears vefore
the Old Guard, he gave up his throne, and went into exilie.
Then astute statesmen and diplomats, in particular, Talley-
rand, who h:d managed to sit down before anyone else in the
famous armc:air and thereby to extend the frontiers of
France, ta!' 24 in Vienna, and by means of such talk made
peoples larpy o2 unhappy. Suddenly the diplomats and
monarchs - rost came to blows. They were almost ready to
order their troops once again to kill each other; but at
this moment Napoleon arrived in France with a battalion ’
and the French, who hated him, all impediately submitted

to him, But this annoyed the allied monarchs very much and
they again went to war with the French. And the genius
Napoleon was defeated and taken to the island of St. Helena,
having suddenly been discovered to be an outlaw. Whereupon
the exile, parted from his dear ones and his beloved France ’
died a slow death on a rock, and bequeathed his great deeds
to rosterity. As for Europe, a reaction occurred there ’

and all the princes began to treat their peoples badly once
again,!
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Obviously :olstoy's Napoleon is not Carlyle's., Tolstoy's
generals do not win the battles., Their strategy is no more than
a game. Tolstoy elaborated the idea that there are no real heroes,
no real history makers, The more a man is assumed to have power in
the world, the farther he is from the actual carrying out of the
event and the less real power and effect he has.

The higher a man's place in the social scale, the more
connections he has with others, and the more power he has
over them, the more conspicuous is the inevitability and
predestinaticn of every act he coimits, "The hearts of kings
are in the hand of God." The king is the slave of history.

History-~that is the unconscious life of humanity in the
swarm, in the community--makes every minute of the life of
kings its own, as an instrument for attaining its ends.

Although in that year, 1812, Napoleon believed more than
ever that to shed or not to shed the blood of his reoples
depended entirely on his will (as Alexander said in his
last letter to him), yet then, and more than at any time,
he was in bondage to those laws which forced him, while to
himself he secemed to be acting freely, to do what was

bound to be his share in the common edifice of humanity, in
history.

..The people of the west moved to the east for men to
k1ll one ~nother. And by the law of the coincidence of
causes, thousands of petty causes backed one another up
and coincided with that event to bring about that mcvement
and that war: resentment at the non-observance of the
cont?nental system, and the Duke of Oldenburg, and the
massing of troops in Prussia--a measure undertaken, as
Napoleon Supposed, with the object of securing armed peace--
and the F:-.1ch Emperor's love of war, to which he had
grown accuctomed, in conjuction with the inclinations of
his people, who were carried away by the grandiose scale
of the preparations, and the expenditure on those prepara-
tions, and the necessity of recouping that expenditure,
Then there was the intoxicating effect of the honours paid
to the French Bmperor in Dresden, and the negotiations too
of the diplomatists, who were supposed by contemporaries
to be guided by a genuine desire to secure peace, though
they only inflamed the amour-propre of both sides; and
@illions upon millions of other causes, chiming in with
the fated event ang coincident with it.

When the apple is ripe and falls--why does it fall? Is

%t because.it ?s drawn by gravitation to the earth, because
its stalk is withered, because it is dried by the sun,

because it grows heavier, because the wind shakes it, or
beranse the boy standing wnder the tree wants to eat it?
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Not one of those is the cause. All that simply makes
up the conjunction of conditions under which every living,
organic, elemental event takes place. And the botanist
who says that the apple has fallen because the cells are
decomposing, and so on, will be just as right as the boy
standing under the tree who says the apple has fallen
because he wanted to eat it and prayed for it to fall.
The historian, who says that Napoleon went to Moscow
because he wanted to, and was ruined because Alexander
desired his ruin, will be just as right and as wrong as
the man who says that the mountain of millions of tons,
tottering and undermined, has been felled by the last stroke
of the last workingman's pick-axe. In historical events
great men--so called--are but the labels that serve to
give a name to an event, and like labels, they have the
least possible connection with the event itself.

Every action of theirs, that seems to them an act of
their own free will, is in an historical sense not free
at all, but in bondage to the whole course of previous
history, and predestined from all eternity.

The men who actuvally fight, the spirit of the army, determine military
success and defcat, More deeply considered, infinitely complicated
biological and physical laws determine an army's success. The fire
Pierre sees glowing in the faces of the Ruasian soldiers at Borodino,
Kutuzov's ins:inctive running that brings him to retreat before the
French Army, the dissipation of Napoleon's soldiers when they reach
Moscow are all exemplification of the fact that history is made

far differently from the way the history books report it. The great
men, as Tolstoy explains, do no more than label great historical

events. The mistake of the historian is %o confuse the label with
the cause,

"Providence"--or physical, biologiecal law--controls history.
Behind the spirit of an army and a nation lies the force of an all-
determining "fate." When he retreats from Moscow, for no apparent
reason, Napoleon is certainly in the grip "Providence"; for the French
Emperor cannot decide to do anything else but retreat, even though
it is the worst possible course of action he could have taken. The
destruction of his army as it retreats across Russia is also inevitable,
The fate of the French army could not, according to Tolstoy, have |
been otherwise. Not chance, not the wrong decision, not even the
undisciplined character of the men as a whole is finally responsible
for Napoleon's tremendous defeat: Providence alone has decided.

But what is Tolstoy's Providence? It is certainly not the will of
God as conceived by traditional Christian thinkers or discussed in
lazaro and Don Cuixote. Tolstoy would appear to use the word
"providence" to label what he thought of as exceedingly complex
environmental and hereditary influences which act on man in a
deterministic fashion. The laws by which this determinism operates
are only partia.ly knovm to man; he has the illusion of freedom--
ngreat men" having an extraordinary measure of this illusion as
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they fancy themselves chcosing, directing, moulding, making the events
which history records. And Tolstoy, as determinist, has to reject

the "great man view" of history, shaped by Carlyle and other nine-
teenth century historians, He would not, one suspects, have been
impressed with the heroic possibilities in Carton's death or Darnay's
life and vision. Since the masses are moved by envircnme..t and
heredity, they cannot be moved by heroes (or by a divine fire either),

Tolstoy's "great" wan is great by virtue of his recognition
that historical greatness is an illusion, by virtue of his intuitive
recognition oi what kinds of events will be created by the influence
of environment and heredity and the historical laws implicit in
them. This intuitive knowledge of historical law is felt more
than understood by the characters of the novel. Platon Karataev,
of all the characters in the book, feels it best. He is a completely
submissive man. His whole philosophy consists in giving in to
whatever life brings him. Because he gives in to life, his instincts
about it become extremely accurate. He instinctively knows, for
example, that Napoleon will be defeated; he even knows how the
defeat will take place. Russia and summer are not absolutely linked
together, he remarks, and thereby forecasts the freezing winter
weat@er that accompanies Napolecn's retreat across a desolated
Russian countryside. Kutuzov is much like Karataev, He arrives
at his military decisions by an instinctive consciousness of the
laws of the universe. He distrusts textbook tactics; at the battle
of Austerlitz, where such tactics are employed, he gloomily, and
correctly, predicts defeat. His refusal to fight for Moscow and
his refusal to give Napoleon a decisive battle as the French Emperor
retreats from Moscow is a strategy based .on instinct, rather than
on wiiat the Czar and his Petersburg court expect of him. The Czar,
who attempted to direct Russian soldiers to victory at Austerlitz
and destroyed his army, does not allow himself to be influenced
by the tacticians when Russia is in her. crisis. He trusts Kutuzov
and abides by the general's decision to abandon the beloved city
of Moscow. Kutuzov, like Karataev, is deeply in contact with the
people and s:i:t of Russia. He sends men to their death reluc-
tantly, kncweng from personal experiences the full horrors of war.
He worships av the icon his soldiers revere while Napoleon worships

at an image of himself, a picture of his son painted as a child
Christ,

) Khtuzoy's veneration of the icon, which is a symbol of the
anc1§nt R9331an faith, is in sharp contrast to Napoleon's veneration
of his Chl}d's portrait, which is no more than an emblem for the
false glorification of one man's ambition, an ambition that has
p%tted him against the historical necessity. Napoleon's soldiers
fight for a men and collapse in victory because their faith, a
belief in the destiny of one man, is hollow. They are parodies of
the masses who, in Carlyle's account of the French Revolution,
follow such men as Marat (cf. Carlyle, The French Revolution)

or of the masses who, in Carlyle's account of Napoleon in Heroes
and Hero Worship, follew that leader "through wayrams, Austerlitzes;
lolstoyts Russians see a meaning in history

triumph after triumph."
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which does nol. elevate the individual hero. Though Kutuzov's
soldiers know nothing of "historical necessity," they are strong
even in defeat because their "faith" is pure. They are empiricists.
They are close to the facts. They go about '"their ordinary business
without feeling heroic emotions or thinking that they [argf‘actors
upon the well-lighted stage of history, /Jor ar§7'useful to their
country and community." They fight and die for their own earth,

for a Russian people--neighbors--whose values, tradi.ions, and

rast they undecrstand and love. After Kutuzov has driven the enemy
from Russia, he sees no more reason for continuing to fight. He

is not a politician; he is not concerned with the game of power that
so amuses the monarchs of Europe. The Czar relieves him of command
and himself leads the Russian soldiers into Central and Western
Europe. The purpose of the war is no longer "kecping Russia"

as historical necessity kas determined that it be kept but national
glory, a national glory which, in Tolstoy's opinion, has little to
do with the nation itself--an empty concept, an iliusion that
follows from the false view of man as god, as a maker of history.

Man is not the master but the servant of historical necessity;
he does not make history. Tolstoy writes about life as it really
does happen rather than as it might happen. War and Peace is
a "realistic" novel, not a heroic-romantic historical novel. That
is, Tolstoy tries to render the real influences which affect the
lives of people and form history--the sights, sounds, smells,
biological impuises, etc. His "masses" are no single organism but
Just all kin.s of people influenced by all kinds of physical law,
changed the complex influences which touch him. Tolstoy's dif-
ferences with Dickens!' in treating the masses may be suggested
by Isaiah Berlin's description of his differences with the Slavaphil
school, a school which treated history somewhat as Carlyle did:

"The Slavephil doctrine derived principally from German
Idealism, in particular from Schelling's view, despite

much lip-scrvice to Hegel, and his interpreters, that true
knowledge could not be obtained by the use of reason, but
only by a kind of imaginative self-identification with the
central principle of the universe--the soul of the world,
Such as artists and thinkers have in moments of divine
inspiration. Some of the Slavophils identified this with
the revealed truths of the orthodox religion and the mystical
tradition of the Russian Church, and bequeathed it to the
Russian symbolist poets and philosophers of a later gen-
eration. Tolstoy stood at the opposite pole to all this.

He believed that only by patient empirical observation could
any knowiedge be obtained; that this knowledge is always
inadequate, that simple men often know the truth better
than learned men, because their observation of men and
nature is less clouded by empty theories and not because
they arc inspired vehicles of the divine afflatus."
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Prince Andrew, Pierre, and Nicholas Rostov undergo complex changes
in attitude as %he novel progresses. In the beginning of the
rarrative, thay might well be taken for figures in a conventional
heroic novel, Each believed his own worth as an individual depends
upon remarkzble exploits on the battlefield or in the drawing room.
Prince Andrew and Nicholas, especially, wish to remake themselves
into an idealized superman. Pierre is perhaps more philosophical,
but he idolizes Prince Andrew and listens to him. Nicholas rides
into battle as if he werec enjoying a glorious dream; Prince Andrew
attempts to rally the Russian troops at Austerlitz. Both are wounded,
and the misery of their suffering shocks them into a revaluation of
their lives. They no longer look upon Napoleon as the perfect

man; they corie to look at the world in a different way, recognizing
the horror of war and grimly struggling with the necessity for it.
Prince Andrew finally rejects life, choosing death, convinced beyond
reason that life is inseparable from human vanity, that true freedom
means to give oneself up completely to the purified existence that
is beyond degth. Nicholas finds his salvation in the warmtn and
holiness of the family life Princess Mary creates for him. Pierre,
after his duecl with Dolokov and his quarrel with Helene, tries

to find the meaning of life in the doctrines of the Masons. But

the Masonic, rational and impersonal, does not so much satisfy

him as bewilders and bewitches him with its superstitions. Fierre's
belief:that his own fate and Napoleon's are linked together because
both their namgs contain the same number of Russian characters leads
him to attempt the assassination of the French Emperor. He is slowly
restored to sariiy under the influence of Karataev. He begins to
accept life in .he simp’e, cheerful way of the Russian peasant,

a way which brings him an internal stability, a sense of a happiness
he has never known before. Ha begins to sympathize with others

instinctively., Natasha becomss not a "fallen woman" but a creature
to be protected and loved.

Russian life, as Tolstoy describes it in war or peace, does not
revolve around politics or the opposition of "two cities" any
More than it revolves upon a dialogue between the masses and the
heroes. Birth, death, marriage, love, youth and old age, personal
friendship and personal enmity-~these are the true "historical"
events in Tolstoy's picture of human life. Behind and beyond
rolitics are the ~rand biological "facts" controlled by natural
laws, facts whicl. are more than an abstraction or a matter for
conversation, The battle’ield and the diplomatic maneuver are only
important because they can affect the harmony of Russian life as
it is lived in the family. Here again Tolstoy is attacking the
hisiorian, particularly Carlyle's kind. The history of nations,
he argues, is not the vital concern of the human being. Lasting
values do not arise out of nation philosophies. The true "meaning"
of human 1i7- -- if it can be said to have a meaning in a deterministic
universe -- is found in the love men and women experience towards
their family, neighbors, friends, and enemies. The detailed
examination of Sonya and Natasha is not simply a romance element
in the book: individual lives are more significant, in Tolstoy's
philosophy, than army refurm, for example, or the various postures that
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Russian foreign policy takes., Army reform and foreign po}lgy are
no more than '"theories." Human life at the intimate, the llmlFed,
the almost biological level and the simplest cultural level is
alone real and meaningful.

Tolstoy does not put nuch stock in impersonal refo?mr-such
reform as is accomplished by the "great mass" and as l}es at the
center of Dickens! story of the French revolution. Tyls does not
mean that he was not deeply aware of the great injust1ce§ that.the
social system of Russia encouraged, but he had no fa@th in national
political solutions for injustice, especially injustices towards
the Jower classes, Pierre attempts to better the conditions of
the serfs on his estates; his idealism comes to very little,.
however, because the reform is "impersonal". Pierre knows 1§ttle
about the life of his workers and, in attempting to make their
lot easier, actually works a great hardship on them. He is not
really interested in them. His reform is a species of self-
glorification fostered by his desire to think of himself as a
humane and progressive thinker and he soon loses interest in thg
project. His stewards agree with him, admire his idealism, promise
to do what they can to carry out his orders--and then run their
estates in the old way. Prince Andrew is less sympathetic to the
serfs, but actually far kinder to them. He oversees himself what
changes he desires to make in their lives. The lesscn in the
contrasting treatment of the peasants by Pierre and Prince Andrew
again supports one of Tolstoy's major points in the novel: what
is true and lacting must be intimate and human--a compassionate
resronse to the genius of local place and people., Dickens'
Picture of Charles Darnay's "reform" would not have meent much
to Tolstoy; he would have regarded the picture as a liberal
reformer's naive picture of how to do good. The master must rub
shoulders with his peasants, as Nicholas Rostov does at the end
of the story, if he is to be of any use to them,

War and Peace involves three very different types of families.
Pierre is the :1legitimate son of Count Begiskov and must find his
own way in life, He derives only one advantage from nis father, the
fortune the Count leaves him. That Pierre has no father makes him
Particularly useful to Tolstoy, for he is cut off from all traditions
and must try to find for himself the meaning of the history which
he.sees. The Bolkonski family is afflicted with the Voltairean
Philosophy of old Prince Nicholas, He raises his children according
to.the prineiples of the Enlightenment--even to the point of forcing
?rlncess Vary to learn mathematics., Such a philosophy is inhuman,
Jowever, and its inhumanity becomes most apparent when the Prince
Lecomes an obstacle to the happiness of both his son and daughter.
The invasion of the French brings him to his senses for a short

he rejection of the philosophy
He asks his daughter for pardon and
errible plight of his country.

of the generous but impractical Count
rld belongs to him; perhaps it does,

He dies poor, one of his sons dead,

d his other con far amay. The tragedy

while vefore he dies; his last act is t
that he has held for so long.

turns his thoughts toward the t
The third family is the family
Rostov, He lives as if the WO
but Napoleon destroys it,

a daughter in disgrace, an
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of the war is powerfully illustrated by the wreckage of the Rostov
family., New hope for the family is brought about by the marriages
of Nicholas to Princess Mary and Natasha to Pierre. But such hope
springs from the desolation war has brought. No individual in the
three families is left unchanged by the war. The conditions the

war forces upon each individual forces him or her to drop the
deceptions that have been so convenient in time of peace. The
Countess Rostov cannot abandon her furniture and lend her house for
use by wounded soldiers. Those who survive are different for the
suffering they have endured. Some cannot face the suffering.
Helene kills herself and Anatole loses all courage when the doctors
amputate his leg., Pierre (in oscupied Moscow) goes mad temporarily.
Some never fully recover from their wounds: the Countess, her son

and husband dead, slips slowly into a twilight world of hot tea and
games of Patience,

The characters in the novel are examined in depth. Tolstoy is
a master psychologist that ‘turns new facets of character to view as
conditions change. Beneath Prince Nicholas Bolkonski's severity,
for example, a deeply sympathetic father becomes visible when Prince
Andrew goeg to war, when his son's wife dies, when he himself dies
on his deathbed. The kissing of the children in the conservatory,
the feeling of Nicholas when he goes into battle, Princess Mary's
reaction to the death of her father--these are all examples of
Tolstoy's power to penetrate the souls of his own creation as he

i:.canﬁnes how environment and the laws of history determine their
ives,

There is not a complicated plot to the novel precisely because
Tolstoy wants the story to suggest the naturalness and shapelessness
of hisctry; history provides us with no tricky well made plots.

It is not contrived. Dickens uses the contrived relationships in
his "plot" to symbolize, in a simplified way, the relationships
between classes, periods, kinds of people as they participated in
The French Revolution. Tolstoy says that such dealing with man in
the mass, personifying historical forces and visions, forces one to
lie about history, Cne can only know history by knowing the individ-
ual and unspectacular, Since Tolstoy's novel gives us no obvious
sense that it is plotted, since the story line does not give us

&n allegory or emblem or figuring forth of the forces active in
history, it Jies to give us something else--it gives us more direct
sense that we are reliving history and not its emblem. We have a
sense that we are not being offered a "poetic rendering." We are
being offersd something more like the diarist's entries, the primary
e\_rldence, the social scientist's observations, uncolored picture of
time's stupendous movement before our camera lucida., No heroes and
no divine fires: only atoms., Tolstoy is willing to expres his
understanding of human life by aranging it in simple chronological
order. There is some co-incidence in the story, but not much.

What happens depends to a great extent on the decisions that the
Creracters make, tucugh their decisions are always made in the larger

1;0‘1‘81 environnent of "Frovidence' or biological and environmental
aw,

Ay

08!



33

Tolctoy's stylc should be of some interest to students. The
nse of "we" to indicate the “ussian people is extremely important for
an understand’.; of To. Loy's cocncept ot the historical novel., The
"we" connects e past to the present; it encloses in one identity
the living, the dead, and the unborn of Russia. The story is not
simply an incident selected out of former times and with believable
charzcters. It is an examination of a condition which existed in the
rast and has deeply influenced the present.

If students are to understand the differeuces between Tolstoy
and Dickens as analysts of history and the function of the hero,
they must ask themselves constantly: (1) What actually do the
heroes in this novel do to make great events? (2) What actually
animates the lives of ordinary men acting in great events? On

these two questicns turn the differences both in art and in philos-
orhy of the iwo Luoks.

VII, OSUGGESTED FRCCEDURES

A. Johnny Tremain
1. Literature

&, If ot all possible, the teaching of Johnny Tremain ought to
be correlated with the study of American history, particularly

the history of the American Revolution.
The questions in the Student Packet may be supplemented by
those which appear in the core text. It might be a good
idea for the teacher to roint out the distinction between
historical fiction (in which the main characters are
fiction:1, plac.d against a more or less accurate historical
background) and fictionalized biography (in which the main
characters are historical figures imaginatively fleshed out).
c. Principal Chiracters in Johnny Tremain

Fictional Characters

1) Johnny Tremain

(2) Rap

(3) Jorathen Iyte

(4) Lavina ILyte

(5) Tove

(6) Cilla Iapham

(7) Unecle Iorne

(8) 1lirs. Beasie

b.

N’

Historical Characters

1) “amuel Adams was an American Revolutionary statesman
Woo successfully engineered the "Boston Tea Party."
Hg served on the second Continental Congress and
i;$§ed the Declaration of Independence on July 4,

O

(23 Paul Revere was an American patriot and skilled
silversmith, He served as a lieutenant-colonel of
a regiment. of artillery during the Revolution.
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(3) James Otis was an American Revolutionary leader and
lawyor who helped to shape colonial opinion preceding
the Revolution. He becane insane before the Revolu-
tion and was subject to fits of aberration. Vhile
in an unbalanced condition he rushed out in the
line of fire during the Battle of Bunker Hill but
escapred unhurt.

(4) Dr. Joseph Warren was an American patriot and doctor
who served in the early days of the Revolution as a
major-general. He was shot and killed during the
Battle of Bunker Hill.

(5) John Hancock was a politician and rich merchant of
Revolutionary Boston who served as a general during
the Revolution. He was the first signer of the

Declaration of Independence and first governor of
Massachusetts,

Of the minor characters in the story fminor in the
sense that they played a small role in the book)
the following are actual historical characters:

Rev. Samuel Cooper Colonel Smith
William Molineaux Colonel Nesbit
Admiral Montague Major Pitcairn
General Gage Billy Dawes
Gov. Hutchinson Mrs. Dawes
Joseph Luiney Robert Newman
Dr. Benjamin Church Lord Earl Percy

Composition

de.

b.

Write a composition in which you describe how a historical
novel can tell you a) what history means; b) what it is
like to look for meaning in history. Use illustrations
from Johnny Tremain and a history book on the Revolution.
¢) show how the historical novel differs from history and
how it differs from other fiction.

In three paragravhs contrast Johnny's sense of courage,
Justice and syrrathy at the beginning of the story with

the coursce, justice, and sympathy he displays at the story's
end. Use examples from the story,

Contrast Johmny's personality with Rab's personality.

Write an account of the Boston Tea Party as you think it
might have appeared in Uncle Iorne's paper.

Wirite an account of the Boston Tea Party as you think it
might, have appeared in an English newspaper.

Discuss in two paragraphs the differences between (a) Cilla
and Isannah or (b) Dove end Johnny.

Prepare a dialogue based on a meeting of Whig party members
in Rab's attic,

P?etend that you are General Gage. Inter events in you
diary for several days in the Spring of 1775.

Compose a letter that Pumpkin might have sent to his family
at home describing the opportunities in New England.
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j. Write a paragraph giving yrour thoughts on the.phrase "A
man can stand up." You needn't confine your ideas to the
Revolut“.onary Var.

k. Prepar: a short report on a famous person or event suggested
by the reading of the book. )

1. Write a letter Johnny Tremain might have written in his old
age to his son. Let him tell why he became a rebel.

m. Write a letter Isannah Lapham might have written in her old
age, telling about the course of her life in London. ILet

her decide whether she approved or disapproved of her choice
to go with ILavina.

Extended Activities
a. Suggested Activities for Students

(1) Dramntize a favorite scene in the book. Johnny's
accident, the court room scene, the sack of Lyte
house in Milton by the Whigs, or the attic speech of

James Otis, for example, might make good dramatizations.
(2) Draw a map of Boston, or a map of the Lexington-Conco

area showing troop movements. Christopher Ward's The
War of the Revolution might be a valuable aid for
drawing the latter map.

(3) Display pictures of 18th century American houses,
clothes, common utensils, etc. on the bulletin bcard.

(4) Arrange a debate on the Boston Tea Party. Let one
student take the side of the Whigs, another the side
of the Tories.

(5) If the commercial movie, Johnny Tremain, can be seen,
encourage the students to watch it closely in order tg
coupare it with the story in the novel. Does the movie
treat Johnny Tremain as a sterotyped character? How
are the British presented?

(6) Play a record of songs from the Revolutionary War or
select a book of music from the period and sing some
of the popular tunes of the War.

L. Captain from Connecticut

1.

r

Za

Ihis novel might profitably be read in connection with the student's
study of the Revolutionary period.

If the teacher decides to teach two novels to the track B students
for whom Caitain from Connecticut is suggested reading, the other
historiecal : ovel For track B students, Johnny Tremain, can be
eorrelated with this novel. The novels can be compared and
contrasted stylistically, especially in connection with the
euthor'!s handling of setting and character. Comparisons of
Johnny Tremain with Captain Peabody, in respect to ideas toward
war, politics, and society, may also prove fruitful. One

might try to compare Peabody's effort to understand the history
he experierices with Johnny Tremain's effort to discover the
"meaning" of the history which he experiences.
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3. The characters in Capbtain frem Comnecticut are fictional. Passing
references to real persons, however, such as Commodore Rodgerg
and Captain Porter, are now and then made throughout the novedi,

ITI. Composition:

1. Write a composition in which you describe Capbain from Connecticub
showing how it differs from history and how it differs from fiction.
Use illustrations from A Captain from Connecticut and a history
book on the War of 1812,

2. In a few paragrarhs describe Captain Peabody's sense of courage
and justice. Use examples from the novel. How does the author
make concrete his assertions that peabody possesses these virtues?

3, Write a short composition in which you explain the relationship
between Captain Peabody's sense of courage and justice and his belief
in Providence. Are the two related?

L. Pretend you are captain of a merchant ship captured by Captain
Peabody; write a letter home telling of this experience. What was
your impression of Captain Peabody? Was he a gentleman? How did
he show it?

5. Write a short newspaper account describing the voyages of the
Delaware., You might write it for an American newspaper or a
British newsparper.

6. Describe the differences you can detect between Captain Peabody
and Captain Davenant as to morals, manners, dress, and competence.

7. Write an essay, pretending you are Captain Peabody, on the subject:
"Why I am a Tatriot." Be sure that you do not write y~ur own ideas
into the essay; try to think as the captain would taink.

8. Write an imaginary dialogue that takes place between two men or
two women who live in Martinique when the Delaware Arops anchor in
the harbor. Let each member of the conversation give his or her

opinion on the good points and bad points of the American officers
and men.

9. Fretend you are "a seaman who has shipped aboard the Delaware.
Write a letter to scmeone back home. Describe your activiuvies
aboard ship telling of the pleasures, dangers, and excitements you

have experienced. Say a few words about your impression of the
Captain,

Extended Activities

1. Draw a picture of a frigate, a sloop, a man-of-war, and a Jeffer-
sonian gunboat, Iabel each part of the ship. For this project,
you will have to find a book of illustrations on ships of the 18th
century. The best pictures might be displayed on the bulletin
boards.

2e

Prepare a short report on a famous naval battle that took place
during the War of 1812, Refer to a history book.

3. Draw a map of the Eastern United States and the West Indies. Show

) the course of the Delaware. At the place of each battle draw in
crossed swords and the name of the ship with which the Delaware
fought..

ERIC

Full Tt Provided by ERIC.




37

L. Arrange a debate on American naval policy. Let one debater argue
Fresident Jefferson's case, urging the building of gunboats, and
the other debater argue the case for capital ships, urging the
buildins of man-of-war.

5. Dramatize a scene in the book. The trial of the sailors aboard the
Delaware, the first boarding of the Tigress, the reception, or the
duel are all scenes which would make good dramatizations.

6. FPlay a record of fanous naval songs; or find a book containing

naval songs, especially those written in the 19th century and sing
them,

A. A Tale of Tyo Cities
Suggested Procedures:

1. The students should be informed of the general time-place scheme
of the novel before they begin reading it. This procedure

ﬁiy save them from considerable confusion. It should be emphasized
at:

(a) The novel alternates between two cities. Thus, two different
sets of characters are involved. Only toward the end of
the novel do all of the characters meet one another. The
relatio. ship between individuals in opposite sets of
charac.srs is slowly developed throughout the narrative.

(b) The novel covers a considerable span of time. It begins in
1775, or shertly before, and ends in 1794.

The student should be .encouraged to be patient with Dickens;

he should not feel frustrated if, at first, he cannot relate

all the characters to one another. The teacher should, however,
expect the students to be aware what time a particular part of
the story is taking place. :

All.the characters in the book are fictional. Many of the
incidents that take blace in France are not, however, completely
without an historical basis. The burning of the chateau for
éxample, has = foundation in Thomas Carlyle's the French Revolution.
As Dickens hints in the introduction to the novel, Carlyle's
york‘on The Revolution influenced him a good deal. The materials
in the student packet will help sutdents to become clear about

a) the historical dimension of the novel; b) what it says about
the meaning of the French revolution, about what it says about
the relaticnship between the "hero" who understands the meaning
of the Revolution and, in part, creates whatever is revolutionary

in it and the masses who do not understand the tides by which
they are swept,

IT. Composition

-« Vrite g short essay in which you describe "mysterious" events leading

E? the imeriecan Revolution. Try to imitate Dickens' style in the
first chapter of the Tale of Two Cities.
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Write a short essay in which ;rou dezcribe how an historical novel
differs from history and how it differs from fiction. Illustrate
your essay by quoting the Tale of Two Cities and a history book on
the French Revolution.
Analyze carefully Dickens! ability to describe a particular scene;
the scene, for example, that begins chapter 2 in Book I. Write
an analogous description. Describe a car on a muddy road, at night,
for instance; try to create a "mood" or "feeling" in ihe description.
Pretend you are ILucie: write a letter to a friend, telling her of
your feelings at the first meeting with your father in the St.
Antoine section. Write the letter as you imagine Iucie would write
it. Or pretend you are Mr. Lorry, making a report on this scene
for your bank. Write the letter as he would write it.
Find a poem of the Romantic period which treats of the French
Revolutiun and compare it to the Tale of Two Cities. See, especially,
if the attitude toward the people and toward the aristocracy is the
same in both works. 4 particularly good poem to use for this might
be William Blake's "Europe."
What is the scene in Defarge's wineshop shortly after the child
has been run over by the Marquis? Dickens gives no hint. Create
such a scene, imitating Dickens' style as closely as possible.
Write an account for an English newspaper in which you discuss the
stormings of the Bastille, You might include interviews with some
of the people who took part in the assault.
Pretend you are an imprisoned aristocrat. Write an account of
prison life; speculate on the reasons for your imprisonment; discuss
the "justice" that the Revolutionaries are applying to your class.
Imagine you are a member of the Revolutionary tribunal. Describe
the procedure of the tribunal and attempt to justify your actions.
What is the rhilosophy of the Revolution? Do you believe in it?
Write a letter that Svdney Carton might have written to a relative
or parent on the nigi before hs died. In what sense is your act
of ?acrifice "a far, far better thing I do, than I have ever done .
1

« «" Try to set down Carton's vision of what the future should be.

Extended Activities

Get a record of the Marseillaise and play it. Perhaps you might like
to learn the words to the song as well.

Arrange a debate on the Revolution. Iet one individual argue the
case for government by the aristocracy; let his oppcnent defend

the right of the people to govern themselves. Try to use Dickens'
symbolism or L.s kind o7 symbolism %o argue your case.

Dramatize one of the scenes in the book. The Manette family in

the garden at Scho might make an excellient dramatization. The trials
of Charles Darnay, the meeting of Lucie Manette and her father in
St. Antoine, or the last moments in the life of Sydney Carton would
also make excellent dramatizations.

Draw a picture of the stormings of the Bastille, the street accident
in St. Antoine when the Marquis' carriage runs over the child, or
any other scene in the novel that appeals to you,
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War and Peace

Suggested Procedures:

1.

2,

War and Peace is suggested reading for track A students, and
should be read in connection with the other track and novel,

A Tale of Two Cities, and against the background of Dickens'
vision of history and Carlyle's similar vision of it, or against
the background of a very simple account of Carlyle's vision.
Tolstoy is attacking the king of vision of history and its
heroes which Carlyle and Dickens set forth. The study of

War and Peace and A Tale of Two Cities might well be related to

il I

the student's study of the history of the French Revolution and
Napoleonic period.

War and Peace and A Tale of Two Cities can be profitably compared
and contrasted on the basis of the treatment of history. Dickens!
characters are heroic; Tolstoy is anti-~heroic. Both novels
acknowledge the operation of historical laws. But for Dickens
these laws are independent of nationality and are destroyed by
the "visionary" who breaks the old patterns of injustice and
concomitant degradation. For the masses of men, aristocrat and

reasant alike, injustice can only produce deeper injustice and
eventual anarchy.

For Tolstoy, the laws are absolutely tied to the environment
ard rast events. Dickens is a reformer; Tolstoy is not. There
are many other points of comparison and contrast that might
help the student to gain a better understanding of both novels,

and come to see the possibilities and limitations of the
historical novel genre itself. ¢

If there is not sufficient time to cover the War and Peace
entirely, the teacher might choose to disregard some parts of
the book, The middle section of the novel particularly can be
abridged to suit the requirements of the teacher., Books I

and II are important as an introduction to the characters.

Book IIT, up to chapter 10, might be summarized for the students.
Chapters 10-18 in Book V, all of Book VI, Book VII, Book VIII
up to chapter 8, all of Book IX, and all of Book X, might also
be summarized. The Battle of Borodino, the retreat from Moscow,
the death of Prince Andrew, and the Epilogue should not be
skipped. The teacher might summarize the chapters left out, or
assign this task to selected students. If at all possible,

of course, the entire book should be read since much of the
effect of War and Peace is due to the panoramic, all-inclusive
view of Russia that the novelist provides for his readers.

Exhended Activities

1.

Dramatize a particularly important scene in the book. The
meeting of the generals in Kutuzov's tent, for example, might
make a good dramatization. The farewell of Prince Andrew to
his father ang wife, Pierre's duel with Dolobov, the ball
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where Natasha meets Frince Andrcw, Balashev's meeting with
Napoleon, and Prince indrew's death would also make good
dramatizations.

2. Arranve a debate on Tolstoy's philosophy of history: "Do
heroes make history, or does history make heroes?" Let one
debater take the conventional position; let the other take
Tolstoy's position. Incidents from the novel should be used
as evidence for either side.

3. Draw a map of Russia. Trace Napoleon's route into and out of
the country. Where a battle is mentioned in War and Peace,
indicate it on the map.

L. Play a record of Russian military songs that were popular in
the 19th century; or play some Russian folk songs.

Composition topics:

l. UWrite a short account of Anna Pavolvna's reception describing
Prince Vasili, Helene and Anatole, Pierre, and Prince Andrew.
Suppose that you are writing the account for a close friend.

2. The death scene of Count Bezukov is left out of the novel. How
would Tolstoy have written it? How would you write it?

3. Write a few paragraphs describing conditions in the Russian
army camp at Brenan, where Kutuzov commands his troops in
1805, Suppose that you are writing it for newspaper readers
in England or America. .

L. In a short essay, compare and contrast the characters and
viewpoints of Prince Andrew and his friend Bilibin.

5. Write a short account of the battle at Hollabrunn. Suppose
you are a French soldier, as old as Nicholas R.stov, and that
this is your first experience in battle, What are your
reactions?

6. What does Prince Andrew think of Boris? Write a letter such
as Prince Andrew might have written to his father in 1805,
describing Boris and Boris' friend, Nicholas Rostov.

7. VWrite a dramatic scene of the game of cards Nicholas plays
with Dolahov, after Dolohav has been refused as a suitor.

Try to expose the character of each man as they tensely play
their cards.

8. Condense (into a few paragraphs) the philosophy of Pierre or
Frince Andrew as revealed in chapters 9 and 10 of Book V.

9. Suppose you are Natasha. Write a letter to a close friend in
which you describe Prince Andrew as you saw him on the night
Of the ball .

10. Do you approve of marrying for social position and money? It
is not, of course, the custom in our own day in our culture.
Write an essay in support of your views, or in support of the
opposite of your views.

11, Write an account for an English or American newspaper in which
you announce the invasion of Russia by Napoleon., Describe the
reaction at the Court of the Czar and discuss Napoleon's
rmotives for the attack.

12. VWhat did the Czar tell the nobles and merchants when he sroke
to them of the war? Write a patriotic speech for the Czar which
will encourage the nobles and merchants to contribute generally
to the war effort.
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15.
16.

17.
18.

19.

20.

21.

22.

Ll

What is the significance of the icon that is paraded before
the Russian troops at Barodino? What is the significance of
the portrait of Napoleon's son? Write an essay comparing both
pictures, commenting on their relationship to one another, and
explaining how they relate to the novel as a whole.

Why does Prince Andrew die? How does his death relate to his
philosophy? Write an essay in which you discuss the connection
between one event and the other.

Write a scene dramatizing the council of war Kutuzov holds in
his tent after the battle of Borodino (See Book XI, Chapter 3).
In a short essay, describe Tolstoy'!s theory of history as you
can understend it from War and Peace.

Write a brief analysis of Platon Karataev's philosophy.

Write a short essay in which you evaluate Pelya as a character.
Consider his attitude toward the partisans he meets, towards
his orders, and towards prisoners. How does he compare with
Prince Andrew and to Nicholas Rostov when they were young
soldiers?

Write a comparison of the characters of Dolohav and Denisov

as they are presented throughout the book. Which of the two
is the better man? Why?

Write a short essay in which you answer this question: 'Was
Nicholas Rostov acting justly when he broke his promise to
Sonya and married Princess Mary instead of her?" Consider

the circumstances when the promise was made. Consider the
circumstances when it was broken.

Critically evaluate the change in Natasha's characler after
she marries Pierre. In writing on this question, you will have
to examine the Epilogue closely to see how Natasha's character
has changed. You might also discuss Tolstoy's view of a woman's
role in life, as you find the view revealed in the Epilogue.
Write an interpretation of young Nicholas' dream and try to
explain how the dream is related to the rest of the story.

General Composition Development

Introduction:

The following composition activities are designed to force the

student to organize into a composition form "basic" historical
materials. Not only may such a procedure better acquaint him with
the difficulties faced by the historical novelist, but it may well
encourage him to learn to formulate habitually a particular viewpoint
on ambiguous social and political questions.

1.

Find an issue of a newspaper or magazine that carries a report

on a controversial political or social event; an article, for
example, on a dispule between a Communist nation and a Capitalist
nation on a debated policy (disarmament, the Berlin Wall, a
revolt somewhere) would make a good basis for your-composition.
Write a summary, a dialogue, or an opinion of the controversy
from one point of view or another. Fictionalize your composition
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as much as you like. How would an ambassador, a soldier, a
housewife, or an industrialist react to the event? Develop
a point of view.

2. Suppose you are a speechwriter for the President of the United
States or the Premier of the Soviet Union and that you are
addressing Congress or the Praesidium on an important national
issue (one currently in the news) as you write.the syeech.

3. Satirize an important event that is taking up space in the
current newspapers and magazines. Use a fictional form to do
so. You might, for example, write a dialogue between a parent
and a child, in which the parent is attempting to explain some
difficult concept (say national pride) that is tangent to the
subject about which you are writing.

List for Supplementary Reading

1. Novels whose historical period is roughly the same as the historical
settings of the core texts are marked by a single asterisk ().

2. Novels marked Av, are of average difficulty; those marked Ad. are for
advanced students.

Adam Bede  George Eliot (New York: New American Library) Ad.

Age of Innocence  Edith Wharton (Bantam Books)  Ad. -

All Quiet on the Western Front Enrich M. Remarque (New York: Fawcett) Av.
Beat to Guarters  C. S. Forester  (New York: Bantam) #* Av.

Ben Hur  Lew Wallace (New York: Bantam) Ad.

Bleak House Charles Dickens (New York: New American Library) Ad.
Captain Caution Kenneth Roberts (New York: Fawcett) % Av.

Captain from Castille Samuel Shellabarger (New York: Bantam) Av.
Citadel A. J. Cronin (New York: Bantam) Av,

Coningsby  Benjamin Disraeli (New York: New American Library) Ad.

[Aght Flight Antoine de St. Exupery (New York: New American Library) Av.
‘‘orthwest Passage Kenneth Roberts (New York: Fawcett) % Av,

+he Octopus Frank Norris (New York: Bantam) Ad.

Cne Day in the Life of Ivan Denisovich (New York: New American Library) Av.
Jx-Bow Incident Walter Von Tillberg Clark (New York: New American Librery) Av.
Cuentin Durward Sir Walter Scott (New York: New American Litrary) Ad.

Guo Vadis Henry Sienkiewicz (New York: Bantam) Ad.

Rabble in Arms Kenneth Roberts (New York: Fawcett) Ad.

.hip of the Line C. S. Forester (New York: Bantam) Av.

Two Years Before the Mast Richard Dana (New York: New American Library) Ad.
Wilderness Robert Penn Warren (New American Library) Ad.

Uncle Tom's Cabin Harriet Beecher Stowe (New York: New American Library) Av.
Darkness at Noon Arthur Koestler (New York: New American Library) Ad.
Doctor Zhivago Boris Pasternack (New York: New American Library) Ad.

Drums along the Mohawk Walter D, Edmonds (New York: Bantam) Av.

Flying Colours C. S, Forester (New York: Bantam) Av.

Hannibal Mary Dolan (New York: Avon) Av.

Henry Esmond W. M. Thackeray (New York: Bantam) Ad.

High Wind in Jamaica Richard Hughes (New York: New American Library) Av.
Hornblower and the Atropos (New York: New American ILibrary) # Av,
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Hunchback of Notre Dame Victor Hugo (New York: Bantam) Ad.
The Informer Liam O'Flaherty {(New York: New American Library) Av.,

. Ivanhoe Sir Walter Scott (New York: New American Library) Ad.

Journal of the Plapue Daniel Defoe (New York: New American Library) Ad.
v Iast of the Mohicans James Fenimore Cooper (New York: New American Library)
] Ado

The Leopard Guiseppe Di Lampeduso (New York: New American Library) Ad.
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THE EPIC HERO:

CCRE TEXTS:

For Track A

trans. Raffel. New Amer-
ican Library of World
Iiterature; Inc.:
1963, (Mentor Book
#MP531) (60¢)

Darothw Sayers. The

Song of Roland (London:
Whitefriars Press Ltd, )
1957). (Penguin Booke-
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T New York,
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Beowulf

For Track B For Track C
The same basic text,
but with more éxplana-
tion. Some students
may find reading parts
of the selection teo
difficult; the teacher
should select the more
accessible sections ef
the work.,

Read or select short
passages from Beowulf.
Use the same text.

Song of Holand

Luquiens' version. Same text as for Track

Frederick Bliss B. Read or assign the
Luquiens. The Song important, more signif-

of Roland (New York:

icant passages.
Macmillan Co., 1952).

(Paperback price 95¢)

SUPPLEMENTARY TEXTS: None
OUTLINE OF UNIT:
GENERAL INTRODUCTION
I. Description of Content
II. Objectives and Articulation
BIBLIOGRAPHY
I. Beowulf
II. The Song of Roland
III. Background
GENERAL AIDS |
I. The herces in the two poems_
II, "Beowulf, Christian Hero"

III. "“The Hero in the Song of Roland: Virtues and Vices"
iv. The Herces and Their Battles

Beowulf and The Song. of Roland:




SUGGESTED PROCEDURES
I. Literature: Development of the Unit
II. Language
III. Composition
EXTENDED ACTIVITIES
I. Related Activities
II. Audio-Visual Aids

GENERAL INTRODUCTION
I. Description of Content

This packet contains a statement of the objectives and articulation of
the unit; a bibliography and essays which will provide the teacher with
the background information essential to effective presentation of the material;
suggested teaching procedures in literaturs, language, and composition; related
activities, and a 1list of useful recordings.

II. ObjJectives and Articulation

This unit introduces the student to two medieval epics: Beowulf and
Ihe Song of Roland. Both are Christian epics, the one of eighth century
0ld English society, the other the product of eleventh century French
society. Both concern putative historicai heroes, and hence scme of the
techniques for reading historical fictien acquired in the mastery of the
historical novel unit should be relevant hers. Beowulf draws heavily upon
Germanic material (treated from a Christian perspective), and hence the
teacher should be able to bring in some concepts which the student may have
learned from a study of Norse mythology. Roland portrays a set of knightly
ideals, and hence the material concerning the chivalric tradition introduced
in the Journey Novel unit should be relevant here. The teacher may feel that
the material in this unit is too hard for eighth grade students; it may be
that it will be for some., It should be remembered that the world of Beowulf
is not far removed frem the world of Norse myth, and this is taught rather
commonly in the elementary school. The world of Roland is not too far
removed from the world of the Arthurian tales which are often taught in the
later elementary and early junior high years. Both tales' primary difficulty
comes in those sections where they present obscure historical incidents or
detailed catalogues of names. The teacher can cut these parts or allow the
student to skim these sections (turning her glance away). Everywhere the
emphasis should be on what defines a medieval epic hero as a great man, what
are the ideas symbolized by his enemies and by his victories. By doing this,
the teacher can draw on the gains made in the study of the journey novel and
the historical novel units, and relate this unit to all of the students'
studies on the hero. In passing, this unit allows the teacher to present
some of the relationships between the Old English Language, the language of
Beowulf, and Modern English, even as the Classical Myth Unit allows the teacher
to present the contributions of Greek to modern English. This part of the
unit will prepare students for the study of The History of the Language later,

The teacher will »aim at encouraging the students to discover, in these
long narrative poems which were originally presented orally, the characteristics
of the epic hero in a great heroic adventure. The students will be led to
realize the nature of the Christian epic and its importance as a primary epic
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to their literary heritage. It would be hoped that composition skills and pro-
ficiency might be developed through analysis and comparison.

BIBLIOCGRAPHY
I. Beowulf

Henry B§tt. English Myths and Traditions (Lorndon: B. T. Batsford, Ltd.,
1952

English Legends (Lendon: B. T. Batsford, Ltd., 1952).

Arthur G. Brodeur. The Art of Beowulf (Berkeley: University of California
Press, 1959).

The Cambridge History of Fnglish Literature (New York
G. P. Putnam's Sons, 1907). Vol. I.

Hector Munro Chadwick. The Heroic Ase (Cambridge, 1912).

Francis)B. Gummere. Beowulf: The Oldest English Epic (New York: Macmillan,
1909).

Christina Hole, English Folk Heress (London: B. T. Batsford, Ltd.

E. 7. Sandys. Beowulf (New York: Thomas T. Crowell Co., 1941).
(a retelling of the story)

J. Duncan Spaeth. 01d English Poetry (Princeton: Princeton University
Press, 1921).

S. H. Steinberg. Cassecll's Encychnpaedia of World Literature (New York:
Funk and Wagnall's Co., 1954). Vol. I.

E. M. W. Tillyard. The English Epic and Its Background (London: Chatto &
Windus, 1954).

. World Literature (Pittsburgh: University of Pittsburgh
Press, 1956). “Whe Folktale and the Revival of Norwegian Nationalism,"
p. 185,

II. The Song of Roland

Leon Gautier, Chivalry (London: George Routledge.and Sons, Ltd., 1891).

Harold Lamb. Charlemagne: The Legend and the Man

Hilda Cumings Price. The Song of Roland (New York: ' Frederick Warne &
Co., Ltd., 1961), (A new abridged translation in verse form at the
price of $2.50).

Margaret Schlauch. Medieval Narrative (New York: Prentice Hall, Ine., 1928).
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Richard Wincton, Charlemagne: From Hammer to the Cross (Indianapolis:
Bobbs-Merrill, 1954).

III. Background

Sir Isaiah Berlin. The Hedgehog and the Fox (New York: Simon and Schuster,
' 1953).

Thomas Carlyle. Sartor Resartus and Heroes and Hero Worship (New York:
E.P. Dutton and Co., Everyman Library, 1916).

Sydney Hook. The Hero in History (New York: Humanities Press, 1950).

NOTE: Also helpful are the lecture on the epic in the 1961 English Curriculu@
Study and introductions in the core texts by Dorothy Sayers and Frederick
Luquiens.,
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GENERAL AIDS

Note: This material should not be given in lecture form to the students.
It may inform the teacher's study of the works here suggested and help her to
clarify puzzles for the students.

I. The Heroes in the Two Poens

The students who have studied the unit, "The Noble Man in Western Culture"
will have analyzed the nature of various Western herces under the categories
of courage, justice and control. Generally, Beowulf and Roland can be studied
under these heads too. However, it may be useful to suggest some more parti-
cular ideas which lie behind them. From the time of the Greek epic on down,
as Ernst Cassirer has shown, a primary tag which defined the epic hero was the
combination of "justice and fortitude." These two defining ideals wergs part
of the Noble Man unit; they are part of Beowulf who is described as combining
justice and fortitude (indeed one scholar has regarded the portraying of justice
and fortitude as the controlling artistic idea in Beowulf); the two ideals are
part of Roland and Oliver for Roland is said to be brave and Oliver wise. These
ideals are shared by Christian and pagzn civilizations. However, the two poems
suggest other heroic ideals which are perhaps unique to medieval civilization,
for in each poem love and fellow feeling define the hero as great and pride and
treachery define the evil characters. In the Christian scheme, love is the
greatest good, and pride the greatest evil. The following two essays may
assist the teacher in understanding the specifically medieval implications
of the heroic ideal develeped in each poem.

II. Beowulf, Christian Hero

by
Maurice B, McNamee, S.J.

That Beowulf is a Christian rather than a pagan poem is, therefore, by
no means a new idea. Nor is the idea that Beowulf himszlf is a Christian
rather than a pagan hero new. Kennedy has been emphatic on the point.

Though Beowulf has a remote prototype in the laggard

younger son of folk-tale and has been accorded a place

in the succession of Geatish kings, his character has been
recast and developed in the spirit of the Christian tra-
dition. Throughout the poem divine guidance is invoked,

and acknowledged, as the assisting force by which the heroic
deeds of Beowulf are accomplished. After his death his fame
is celebrated not only, and not most, for valor and venturous
deeds, but for the gentler qualities of Christian virtue.

There is nothing new, then, in seeing “eowulf as a Christian hero; but it seems
to me that the extent of his Christian spirit is seen with new clarity when
his character and actions are examined in the light shed upon them by the
Christian notion of magnanimity. Such a scrutiny reveals how completely
Beowulf exemplifies the virtue of magnanimity as Christian writers in all ages
conceived it. These writers are willing to admit, with Saint Paul, that in
itself there is nothing wrong in the great man's seeking honor as long as that
pursuit is limited by two things: the elear recognition and admission (1) that
whatever he has that merits honor he has from God, that whatever he achieves
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he achieves with the providential help of God, and that, thervefore, to God
should go the greater honor and glory; and (2) that all the talents and powers
that have made him great were given him not for himself alone but in order
that he might employ them in the service of his neighbor as well as of himself.
In other words, the true Christian can never make the pursuit of honor an un-
qualified end in life; it must always be limited by hunility, or the recogni-
tion of his dependence upon God for all that he is and all that he does, and
by charity, or the recognition that he is his brother's keeper and that he
cannot, therefore, ignore his brother's rights and needs in the pursuit of his
own personal honor and glory. The Christian notion of honor so circumscribed
by the Christian virtues of humility and charity loses the excessive selfish-
ness and egotism of the Greek ideal and becomes one of the clearest norms for
distinguishing the Christian from pagan values in both literature and life.
When that norm is employed to interpret Beowulf, the extent to which his
character and actions were created under the new influence of the "gentler
qualities of Christian virtue" becomes very much more apparent.

The first prerequisite for the magns..imous man, we recall, in any con- _
ception of him, is that he be a man of genuine heroic stature, pre-eminent in
all the virtues, Even a cursory reading of Beowulf makes it clear that the
Beowulf poet has striven to give his hero pre-eminence in both phyeical and
spiritual qualities. Over and over again he is described as "the strongest
of men," tewering over all his followers in physical stature, and with a hand-
grip of thirty men. All his own brag speeches and the various flashbacks upon
his past exploits reveal him as a man of almost giant strength and matchless
courage. But besides his physical prowess, Beowulf is consistently represented
as possessed of an innate mobility of character that wins him the instinctive
respect of followers, friends, and strangers alike, When he comes to the land.
of the Danes, the herald declares that he has never seen a nobler man than
Beowulf. '"Never have I seen a mightier noble upon earth, a warrior in armour,
than is one of you; that is no retainer dignified by weapons, unless his
countenance, his peerless form belies him." And later, when he announces the
newcomers to King Hrothgar, the herald says of Beowulf: "Assuredly the chief
if doughty who has led these battle-heroes hither." As he appears at the be-
ginning of the poem--mighty, brave, and virtuous--so he is described at the
end when he goes forth fearlessly to meet the firedrake:

Then rose the doughty champion by his shield; bold
under his helmet, he went clad in his war-corslet to be-
neath the rocky cliffs, and trusted to his own strength--
not such is the coward's way. Then he, who, excellent in
virtues, had lived through many wars,--the tumult of the
battles, when zrmies clashed together,--saw by the rampart
a rocky arch whence burst a stream out from the mound; hot
was the welling of the flood with deadly fire.

And in this last deadly conflict, Beowulf acquits himself as the mighty, brave,
and noble hero he has been pictured to be throughout the poem.

A superficial reading of the poem might suggest that Beowulf in all his
exploits was dominated by the very same motives thet prompted Achilles. The
very last words ~f the poem sung in praise of their hero by his loyal followers
describe him as man "most eager for fame." And several times in the course
of the poem fame as a motive of Beowulf's actions comes to the fore, either in
the speeches of the hero himself or in the remarks of those who surround him.
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The greeting of Hrothgar's herald, Wulfstan, is somewhat ambiguous, but, taken
by itself, it might seem to have the old heroic ring: "I believe you have
sought out Hrothgar, not from exile, but from prowess and from loftiness of
spirit." Again in Beowulf's first brag speech to Hrothgar, we seem to be
hearing nothing different from the boastful self-confidence of Achilles:

"I have in my youth undertaken many deeds of daring.

» + « My people, the noble and wise men, advised me

thus, Lord Hrothgar,-~that I should visit thee, be-

cause they knew the strength of my might. They had

themselves looked on, when, blood-stained from battles,

I returned from the fight, where I bound five, laid

low a brood of giants, and slew by night sea-monsters

on the waves. . . . And now I will decide the matter

alone against the monster, the giant, Grendel! . . .

Moreover, I have learnt that in his rashness the monster

recks not of weapons. Hence,-~so that Hygelac, my prince,

may be glad at heart on my account, I renounce that I should
bear a sword, or ample shield, or yellow buckler to the battle;
but with the fiend I will cinse with grip of hand, and contend
for our lives, foe against foe."

On the face of it, this seems to be as arrogant a boast as any that Achilles
ever made. And in a like tone Beowulf later tells the gracious Queen Wealtheow
that he will display his courage against the monster Grendel or die in the
attempt: "I will show the courage of a hero, or in this mead-hall pass my
latest day." Love of fame seems also to be the motive which even Hrothgar
appeals to when he wishes the hero success in his adventure,

"Take now and guard this best of houses, be mindful

of thy fame, make known thy mighty valour, watch against
the foe. Thou shalt lack nothing what thou wilt, if thou
doest escape this bold adventure with thy life."

And when Beowulf has been successful "in the adventure and the defeated Grendel
slinks away to hig lair to die, the fact is recorded in these terms: "Glory
in fight was granted to Beowulf," Later, when Grendel's mother has revenged
herself for the death of her son by making off with one of the Danes, Beowulf
assures Hrothgar that he will seek her out and elther win glory by slaying her
or die a noble death in the attempt. "Each of us must expect an end of living
in this world," he says, "let him who may win glory before death: for that is
best at last for the departed warrior." And again when Beowulf is in mortal
combat with the fierce dam of Grendel, glory in the fight seems to be his one
thought. When he finds thut his sword is useless, he faces the troll fear-
lessly, relying on the strength of his handgrip. "So must a man do when he
thinks to win enduring fame in war," observes the poet, '"he will have nc care
about his 1life." And not orly was fame in battle an important consideration
for the young Beowulf; as an old man he still seems eager to win renown by
combat with the firedrake.- These are the opening words of his last brag speech:

"I ventured on many battles in my younger days; once more will -
. I, the aged guardian of the people, seek combat and get renown,
-y if the evil ravager will meet me outside his earthy vault,"
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And the poet describes Beowulf in the very midst of the deadly fray with the
fire-sprouting dragon as "mindful of glorious deeds." It would seem, then,
from all this that in Beowulf we have another example of the self-centered
pursuit of glory that puts him in the company of Achilles. The character of
Beowulf has sometimes been sco interpreted.

But so to interpret him is to ignore the consistent qualifications that
the Beowulf poet puts on his hero's pursuit of glory all through the poem.
Those qualifications, we shall see, are the identical ones enumerated by Saint
Paul in his Sescond Epistle to the Corinthians and by Pope Saint Gregory in his
letter to Saint Augustine--the recognition of one's dependence upon God for
all one's talents and the employment of those talents not merely or primarily
for oneself but for one's neighbor.

Reference to one providential God Who created and governs all, and Who
will eventually judge a2ll men is persistent throughout the poem. It is to this
one providential God and Lord of all that Beowulf gives all the credit for his
achievements, great and small. When he and his men land in Denmark, their
first act, after they have drawn their ships up on the shore, is an act of
thanksgiving to Ged for their safe arrival. When Beowulf makes his first
speech at the court of Hrothgar and assures the old king that he is ready to
challenge the monster Grendel, he resigns himself to the will of Ged in the
outcome: "He whom death carries off shall resign himself to God's judgment."
As he prepares himself for the advent of the monster, he is described by the
poet as trusting firmly "in his proud might, the favor of the Creator." Here
the poet seems definitely to be introducing the Christian notion that whatever
one has he has as a gift from the Creator. Beowulf himself explicitly recog-
nizes the providential disposition of God in his regard when he declares that
he will not use arms against Grendel, who is ignorant of the class of weapons.

"But we two at night shall not make use of swords, if
he dare seek combat without arms; and then may the wise
God, the holy Lord, decree the triumph to whichever side
seems meet to Him,"

The poet's comment, as Beowulf and his men prepare their beds in the ill-fated
hall of Heorot, again recognizes the all-pervading influence of Divine Provi-
dence upon the actions and destinies of Beowulf and his men.

But to the peopie of the Geats, the Lord gave the weaved destiny
of success in war,--help and support, so that they should all
overcome their enemy through the power of one man, through his
own strength, It is known for certain that God Almighty has
always ruled over the race of men.

Later, when Beowulf himself describes his struggle with Grendel, he also
acknowledges God'!'s providential part in the outcome. He could not prevent
Grendel from escaping to his lair because God did not will it. "I could not
keep him from going, the Creator did not will it," are the hero!'s own words.
But for all that, Beowulf is sure that Grendel will not escape the final judg-
ment of God: "Thus shall the creature stained with crime wait for the lLast
Judgnent ;~-how the glorious Creator will sentence him!" When, in turn, the
poet is summing up Beowulf'’s first great exploit against Grendel, he is most
explicit in having Beowulf acknowledge that all his power is from God:




He bore in mind the power of his might, the lavish gift
which God had granted him, and trusted himself to the Lord
for grace, help, and support. Hence he had overcome the
foe, struck dewn the demon of hell.

As the conflict with Grendel so alse in that with Grendel's dam, Browulf's
victory is attributed to the providential help of God. Then in the struggle
with the water troll "the son of Ecgtheow, the hero of the Geats, would have
perished under the wide earth, had not his war-corslet, his strong coat of
mail, furnished him succour, and the holy God, the all-wise Lord, brought about
victory in battle. With ease, the Ruler of the heavens decided it aright."
And Beowulf again is himself represented as quite aware of his dependence upon
the providence of God for this second victory. "I dared the work with diffi-
culty," ke tells Hrothgar, "almost had my struggling ceased, if Ged had not
protected me." And when he has returned home in triumph, the poet describes
the hero as guarding "with the greatest human art the liberal gifts which Ged
had granted him." The aged Beowulf is of the same mind as the young. When

he has slain the dragon at the cost of his own life and won the treasure-hoard
for his pecple, he acknowledges again that he would have beern helpless against
his fiery adversary if God had not helped him. These are almost his last words
in the poem: "I utter in words my thanks to the Ruler of all, the King of
Glory, the everlasting lord, for the treasures which I gaze upon, in that I
have been allowed to win such things for my people before my day of death!"
Wiglaf, Beowulf's one faithful follower in his last combat, is equally explicit
in ackaowledging the providence of God in his master's behalf. "God, master
of victories, granted him that single handed he might avenge himself with the
sword." And the poet's own final comment is in a similar vein, The grief and
faithful administratiops,of Wiglaf could no}.saye Beowulf from death; "He
could not keép on édrth the chicrain's spirit, much’tliough he wished it, nor
alter aqiﬁhigg;Oréﬁingd’§if€he;4;m;éﬁtﬁ¢;j?btrméﬁjbf:g;i,gégrégﬁ‘GOd'S Judg-
ment ruled their ‘deeds, jJust ‘as-it‘'dtill does." “Whether we dénsider the words
of the héro fitmbeir; or the Femarks of ofher characters in the story, or the
comments of the pget, the impressjon is alwsys the .same:. all thai the hero
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he alsc”déclares his' confidence in"Géd!'s*Prévidential help: ' "God chn emsily
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ravager,” And wheh’Orendel has finall§ bBen"doié to-death by the'mighty grip
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"For this sight / Grendel's armb7'1et thanksgiving rise at once
to the Almighty! Many horrors and afflictions have I endured
through Grendel: Yet God, the King of Glory, can ever work
wonder on wonder, It was but not that I despaired of ever
seeing a remedy for any of my troubles, since the best of
houses stood stained with the blood of battle,--an all-embracing
woe for every one of the counsellors, of those who despaired

of ever guarding the fortress of this people from foes from
demons and evil spirits. New, through the might of the Lord, a
warrior has done a deed which up to now we all could not accom-
plish by our schemings. 1o! That self-same wcman who bere this
child among the tribes of men may say, if she still lives, that
the eternal God has been gracicus to her in childbearing."

Hrothgar is perfectly aware of the personal achiecvement of Beowulf and goes
on to acknowledge it, but he first acknowledges the fact that whatever Beowulf
had achieved he had achieved through the power and help of God. That granted,
there is no limit to the honor he is willing to show Beowulf himself:

"Naw, Beswulf, best of men, in my heart will I love thee

&8s a gon; henceforth keep well this new kinship, Thou shall
lack no earthly objects of desire of which I have control.
Full oft I have assigned a recompense for less,--honour by
gifts,--and to a lesser hero, a weaker in the frey. Thou
hast brought to pass for thyself by thy exploits, that thy
fame shall live for ever and ever., May the Almighty require
thee with goed, as he did but now!®

It is natural for this ewperienced old man to fear that the young and
Successful Beowulf might be teipted to forget the fact that what he had achieved
he had achieved through the providential help of God., We have already seen
that Beowulf had not forgotten it, but the circumstances make Hrothgar's worries
natural and understandable. In this light his final exhortation to Beowulf on
humility, so far from being the foreign interpolation that soms schelars have
made it, is completely natural and germane to the characters and instincts of
both Hrothgar and Beowulf as they have been displayed throughout the poem.

He begins by congratulating Beowulf on the fact that his great victories have
not puffed him up with false pride: "Beowulf, my friend, thy fame is raised
on high over each nation far and wide. Thou dost carry ell this might of thine
with calmness and discreetness of spirit." The ordinary road to pride is
through power and wealth, which lead a man to rely solely on himself and for-
get that he is dependent upon God, who has given him all that he has. Beowulf
is enjoying the heady wine of victory that his great strength has won him and
is about to be enriched by the many treasures which Hrothgar has promised him,
The aged Hrothgar, experienced in the ways of the human heart, is rejoiced
that Beowulf's success has not gone to his head; but loving him as a son, he
is anxious that he continue in his same humility of spirit. So what would be
more natural, in these circumstances, thsn an exhortation on humility. As
several scholars have pointed out, it takes the form of many a medieval sermon.

It begins with an exemplum--the story of the successful Danish warrior
Heremod, who let hig success develop into an arrogai:t and murderous spirit that
destroyed many of his Danish companions and which was eventually his own undoing.
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"Although the Almighty God exalted him above all men with
the joys of power and strength, and helped him on, still
there grew up within his heart a savage spirit; never gave
he presents to the Danes, that he might obtain glory. Joy-
less he lived, so that he suffered misery for his violence,
the lasting pain."

And then Hrothgar proceeds to apply the exemplum directly to Beowulf. The hero
of the Geats, like Heremod, has been given great might by God and has used it .
successfully; happily, unlike Heremod, he has not been puffed up by his victories,
But the danger of pride is always there. Any man who has great power and plenty
may be tempted to pride.

"Sometimes He [fbod47 allows the spirit of a man of famous stock
to wander in delight: gives him in his native land enjoyment of
this world, a fenced fortress of men to hold; makes regions of
the world, a spacious empire, subject to him in such wise that
in his folly he himself thinks it will never eand. He lives in
plenty; nothing--sickness nor old age--stands in his way. . « .
All the world moves to his will. He knows no worse estate un-
til a measure of overbearing pride waxes and grows in him, when
the warder, the soul's guardian sleeps. That sleep is too sound,
hedged in with cares: the slayer is very clrnse, whc from the
winged bow shoots with evil intent. Then he is struck at the
heart, under his armour, by the piercing arrow,--the crooked
mysterinus promptings of the accursed sprite. He cannot de-
fend himself. What he had held for a long time seems to him
too little, He covets, hostile in mind; never gives, in proud
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